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Local Terms of Agew-Awi

Senti: The last mourning made on Meskel holiday 

Derutsa: Annual ceremony in Agew awi people.
Asurite:  Annual festival in Awi zone           

Kiriwe: Traditional drum of Agew-Awi
Tirumba: A long blowing instrument (trumpet) 

Shoreng: A traditional bamboo flute 

Meskile: Annual festival in Agew-Awi 

Čibu: A bundle of sticks for the celebration's bonfire

Agew-Awi: Agew ethinic group found in Amhara regional state, Awi zone. 
Zengoro:   a special celebration stick used for playing the Agolagoli folk song. 
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Abstract
The major purpose of this paper is, therefore, to bring out the musical culture that have been practiced in Awi zone. It also attempts to assess and analyze the folk songs as well as the folk musical instruments of Agew-Awi people. Agew-Awi has a variety of folk musical instruments. For the purpose of carrying out this research, three traditional musical instruments are identified as instruments of focus. These are kiriwe (Agew-Awi drum), tirumba (Agew-Awi horn) and shoreng (Agew-Awi flute).
  A total of 9 folk songs (1 weeding song, 1 funeral song, 1 children song, 1 lullaby song, 4 ceremonial song and 1 war song) were identified and described. The methodological basis of the research was the Ethnographic approach. The methods of data collection in this paper include in-depth interviews, focus groups, observation, participant observation, and document analysis. The interview was effectively addressed by qualitative approach through purposive sampling method; as a result, 26 informants were involved in the study. With the data collected and organized, data analysis was carried out from the content analysis using the Systematic Approach. The analyses assisted in identifying common music features in the folk songs and hidden meanings that could characterize traditional music of the Agew-Awi. The results showed that music in Agew-Awi is for the whole community and everyone from the youngest to the oldest participates. It is so interwoven with the work, the play, the social and religious activities of the natives. The findings reveal that there is an immense musical culture in Agew-Awi people. Even with this study, Agew-Awi folk music is still understudied. It is therefore important that more ethnographic studies in Agew-Awi folk music and folk musical instrument be carried out by insiders and by outsiders too.
Keywords: Folk music, Folk musical instruments, Agew-Awi people, Musical culture
CHAPTER ONE: INTRODUCTION 

1.1 Background 
Music can be found in every culture on the planet. Although no society that we are aware of has ever been without what we call music, the concept of music is far from universal. Nettl (2000) writes: “(1) All societies have music. (2) All humans can identify music—though not necessarily understand it—when they hear it” (P. 465). Different cultures have different perspectives on music. Music is inextricably linked to some event, activity, or behavior; it does not exist apart from those associations. There is no universally agreed-upon definition of music. This is also reflected in the contributions to this issue, whose authors do not all agree on the definition of “music”. Many cultures have no word for what we appear to mean by it. Music is one of the most contentious concepts, with no clear universally accepted definition. 
Different authors have emphasized in their attempts to define the word music in different ways at different times. Merriam (1969: 217), defines music specifically as a 'cultural activity' and a 'uniquely human phenomenon which exists only in terms of social interaction; that is, it is made by people for other people and it is learned behavior' (1964: 27). According to Tagg (1999 ), music is that “form of inter human communication in which humanly organized non‐verbal sound can, following culturally specific conventions, carry meaning relating to emotional, gestural, tactile, kinetic, spatial and prosodic patterns of cognition” (P. 47).
In the 20th century, as Cross (2012) puts it, music is envisaged and explored “in terms of the discourses that surround it and endow it with significance, the social and historical institutions that frame it, the social practices that embody it, and the roles and identities that it enabled and enables.” (670). Cross goes on speculating that these kinds of implicit definitions of music are appropriate to “its elucidation in the Western historical and social contexts that constitute the principal foci of musicological study, which tends to focus on the specificities of historical moments, of material practices, and of social circumstances” (670).  Finally, Davies (2012) distinguishes four ways in which we might try to define music: functionally, operationally, historically, and structurally. However, he suggests that none of these alone can produce a definition. To be successful, a definition of music must balance these parameters. In effect, rather than trying to define music per se, it is better to define it as something created as music at a given time in a given tradition, generating more context sensitive principles of musical construction (Kokkidou, 2022).
The Oxford Universal Dictionary (Third Edition, 1955) defines music as "that one of the fine arts which is concerned with the combination of sounds with a view to beauty of form and the expression of thought or feeling." The American College Dictionary (Text Edition, 1948), says that music is "an art of sound in time which expresses ideas and emotions in significant forms through the elements of rhythm, melody, harmony, and color." Davies (1994) stated that, “Music is said to be the language of emotions (p. 5).According to this viewpoint, music is regarded as a difficult art form to comprehend because it is typically influenced by a variety of factors. The definition of music, for example, can vary depending on the culture or society to which an individual belongs. As a result, music can be defined as a culture’s agreement on the sounds and methods of using these sounds that are pleasant or effective. 
Ethiopia, one of the world’s oldest countries, has a rich natural and cultural heritage. Archaeological evidence suggests that Ethiopia is the original home of mankind, based on the discovery of ancient hominids. The country’s geographical diversity, from the mountains in the north to the central and vast lowlands in the east and fertile south, is reflected in a wide range of musical styles. Despite this diversity, unifying characteristics can be identified.

Ethiopia can be described as a cultural museum. Each ethnic group has a rich and diverse cultural heritage, which includes traditional art, music, architecture, language, and so on. The liturgies, church customs, language and script, social customs, painting and architecture, music, and so on are all derivatives of culture. It has a unique geographical axis, a unique history, and a distinct musical culture. Folksongs and dances are diverse, as one would expect in a country with such diverse geographical, ethnic, and cultural variations. Ethiopian oral literature is as diverse as the Country’s eighty languages. One distinguishing feature of Ethiopian music is the wide range of singing and dancing styles. Ethiopian music is seen as having a sacred/secular dichotomy. Traditional Ethiopian music did not separate the components of daily life. Music pervades all aspects of a person’s life, and the community freely participates in almost all musical celebrations. 
Music is used in birth and puberty rituals, marriage and death rituals, secret society initiations, and livelihood rituals (e.g., hunting, farming, gathering, etc.).For starters, most Ethiopian music is integrated into people’s everyday lives; songs are sung in almost all contexts.
Special events have their own unique types of music, and sometimes even their own unique instruments. Men, women, and children all take part in folk songs. In Ethiopia, there was no distinction between spiritual celebration and social entertainment. Even if one performer is singled out, the rest of the group surrounds him/her and claps and dances along with the chorus. Religious festivals, as well as other feasts and weddings, are ideal occasions for Ethiopian folk dance. The folk music and dance, which has been part of the common man’s life in Ethiopia since time immemorial (Documents & Strategy, 2007). 
 Ethiopian music uses a distinct modal system that is pentatonic, with characteristically long intervals between some notes. As with many other aspects of Ethiopian culture and tradition, tastes in music and lyrics are strongly linked with those in neighboring Eritrea, Somalia, Djibouti and Sudan. The music of the highlands uses a fundamental modal system called qenet, of which there are four main modes tezeta, bati, ambassel, and anchihoy. Three additional modes are variations on the above tezeta minor, bati major, and bati minor. Some songs take the name of their qenet, such as tizita, a song of reminiscence. 

 Music in the Ethiopian highlands is generally monophonic or heterophony in certain southern areas, some music is polyphonic. Dorze polyphonic singing (edho) may employ up to five parts; Majangir, four parts ( Sinshaw, 2020).
In the Ethiopian Highlands, traditional music is played by it inherent musicians called Azmaris. In the cities Azmaris are less likely to be it inherent, but their historical status still gives them a special standing. Their music underpins a passionate belief in tradition held by many Ethiopians (Aragie, 2018).

Music and dance in Ethiopia are as old as the nation. The inborn love for music and dance has found expression in various ceremonies and rituals. From the time of Yared (6th century A.D.) who composed hymns and invented a notation system consisting of syllabic letters, carved signs, dots and dashes. Church music and religious dance have become subjects of intensive study and practice by deacons.

Highly skilled musicians perform the Ethiopian zema sacred melody. Saint Yared, who created all of the liturgical tunes and created a system of musical notation, is credited by the Ethiopian Orthodox Church with creating the zema. The instruments used to accompany zema during religious events are the kebero (drum), tsinatsel (sistrum), and maquamiya (a wooden stick). The orthodox tradition has produced a large body of literary work, mostly in ge'ez. Geez is still often used in religious contexts. Ge'ez and Amharic poets use the highly structured polysemantic type of poetry known as Qene (Shelemay,Timkehet and Semeneh, 2010).

Ethiopian traditional secular music is the most vital and demonstrative expression of the people’s life. Secular music plays an extremely important role in maintaining ethnic group unity. Zefen is commonly identified as Ethiopian secular music, which is performed by both male and female musicians in everyday life. Secular music is used for a variety of purposes, including weeding, funerals, wartime, and work time.

1.2 Statement of the problem 

Ethiopian music is extremely diverse, with each ethnic group developing their own sounds, rhythms, and styles. Traditional Ethiopian music did not separate the components of daily life. Music pervades all aspects of a person’s life, and the community freely participates in almost all musical celebrations.
It is often said that the cultural identity of a country is rooted in its people and their cultural practices. In Ethiopia part of the elements that constitute culture has disappeared and is still vanishing for various reasons, such as a lack of the transmission of knowledge to others to ensure continuity and also contemporary society influencing the current traditional practices. 
Ethiopia has a vast range of cultural heritages. According to Elleni Tedla (1995) “such cultural experiences and heritages and found and encoded in various forms, symbols, rituals, design, artifacts, music, dance proverbs, riddles, poetry, architecture, technology, science and oral traditions”. However, for various purposes documenting and analyzing, utilizing such cultural heritage is not easy.
Earlier works by different scholars, had uncovered language, social, cultural, and economic aspects of the Agew-Awi people. Taddesse Tamerat (1988) is among the researchers who thoroughly studied the history and identity of Agew-Awi people. He stated that among the many peoples of Ethiopia referred to in the documents, the Agaw stand out as some of the most ancient inhabitants of the region. Their tenacity is such that, despite what must have been the most intensive onslaughts on their institutions and culture by the central state and neighboring  communities for over twenty-four centuries, they have managed to retain at least their linguistic identity in some isolated - even if dwindling - islands dispersed unevenly from Keren in the region of Eritrea to Agawmidir in Gojjam. But they are more than mere survivors (Taddesse Tamerat 1972). 
Most of this knowledge is not documented in, and about, Ethiopia. It makes it thus difficult to reference for further studies in the field.  This concern was expressed before by Woube Kassaye (1994) in his case study on on “The status of Music Research in Ethiopia” reveals “as compared with the rich music cultural heritage that Ethiopia has, the attempt to study/ Research music is little. There exists scant Research out puts. As a result the practice of research on the Ethiopia music is at the lowest level”. Although it is undeniable that some scholars have discussed their research works on music of various ethnic groups, none of them have dealt with the music of the Agew-Awi ethnic group to the best of this researcher’s knowledge. Each of the aforementioned areas has a massive gap. In some cases, materials are completely unavailable. As a music scholar, I have observed problems pertaining to studies of Agew-Awi folklore, especially Agew-Awi folksongs and musical instruments. In addition to this gap in the literature, another reason for my decision to conduct a study in Agew-Awi folk songs and musical instruments is my long time exposure to Agew-Awi song performances. As a boy growing in Agew-Awi community I had heard people sing Agew-Awi folk music playing with a variety of rhythm on drums and dancing with. As a result. I have been exposed to Agew-Awi folk music performances from my childhood. I have always been interested in observing and understanding the aspects and dynamics of Agew-Awi folk music. Due to this, I conducted my research among the Agew-Awi people.
1.3. Objective of the Study
The general objective of this research is to explore the rich musical culture of the Agew-Awi people and throw light up on music of Agew-Awi people by discovering their rich musical culture. The study had specific objectives in addition to the general objectives listed above. The following are the specific goals of this research:
1. To analyze the characteristics of selected song of Agew-Awi folk songs in Awi zone.

2. To categorize musical instruments based on how they produce sound.

3. To investigate the function and representation of music in culture.

4. To have a proper document or copy of this ethnic group’s musical culture before it is                    completely lost or altered as a result of a process or development.

5. To propose the guidelines for preservation and promotion of Agew-Awi folk songs in Awi zone.

This study attempts to demonstrate Agew-Awi’s musical culture and establish its multifaceted contributions to their community by focusing on the aforementioned objectives.
1.4. Research Question 

The research questions that are central to this study are:
· What is the characteristic of songs selected of Agew-Awi folk songs in Awi zone? 

· How to propose the guidelines for preservation and promote of Agew-Awi folk songs in Awi zone?

· How local people describe, classify, and name their instruments.
· How is music utilized for different purposes, whether social, political, religious, or to represent a group of people?
· What role does folk music play in the culture of the Agew-Awi people?
· What types of folk music exist?
1.5. Scope of the Study 
This study focused mainly on Agew-Awi folksongs and folk musical instruments due to my knowledge and interest in this genre and also because I know that Agew-Awi folksongs are relatively still understudied. Nine Agew-Awi folksongs have been documented and analyzed in the study. The selected songs are representative texts for all Agew-Awi folksongs. In the selection process, the main determining factor was the songs' relevance to the issues studied: context, content, technique and function, I have observed and listened to the songs of many Agew-Awi folk singers. I have also discussed the folk musical instruments of Agew-Awi people. The geographical focus is limited to Awi Administrative Zone in Amhara regional state. 
1.6. Significance of the Study

The Agew-Awi people have a rich musical heritage with a marked character of its own. Such folk music and musical instruments cannot be bought in stores, but comes from faithful tradition or from personal contributions of tribesmen. It is never soulless or thoughtless, never passive, but always vital, organic, and functional; indeed, it is always dignified. However because of various reasons the practice of research in these Ethnic music is at the minimum level. The musical culture of the society has never touched. Therefore, studying the folk music and musical instruments of Agew-Awi people is significant from the following perspectives. 
· This study will have its own contribution in filling the gap. 

· The study is helped to provide a clear understanding about folk music and musical instrument of Agew-Awi people. 

· Besides, the researcher believes that the research has significance in the Academic field for it may be used as a stepping board by other interested researchers in the area. As there is not much written account on the Agew-Awi musical culture, it will contribute a little by serving as a background study for those who are interested to make further research on the area but also gain immense satisfaction through making research on the area.

· Music in general reflects people’s lives, their thinking and every day activities. Therefore, the collection, classification and analysis of folk music and musical instruments, from the natives’ point of view, will enable us to gain a better understanding of who the society are; understanding their in-deep feelings and attitudes could be a prelude and basis for appropriate formulation of governmental policies. 

Therefore, music culture of societies must be documented and presented in a way, which could serve the current generation and the coming generating through academic and practice ways. Hence this research is believed to be significant to such an end.
 1.7. Organization of the study 
The research is organized in to five chapters with different section and sub sections. The first chapter is introduction and background of the study including the statement of the problem, objectives of the study, research questions, scope of the study, significance of the study, and limitation. Chapter two encompasses a review of related literature and a brief theoretical/conceptual framework discussion is also presented. The third chapter is materials, methods, and descriptive of the research area and respectively that briefs the physical setting. The fourth chapter focuses on the analysis of data and its major findings in relation to the folk music, musical instruments and indigenous musical knowledge among the Agew-Awi people. It also describes the whole musical anthropology of the commune. Finally, chapter five deals with the conclusion and recommendations.
1.8. Limitation of the Study 
The research was conducted under several restrictions like shortage of time, finances and other constraints. The paper demonstrates that coincidence of relative deprivation with ethnic line is creating favorable conditions for violent conflicts in the study area. 
The pandemic COVID 19 affected my research not to conduct the fieldwork as per the schedule since my study involved bringing groups of people together. Consequently, the field study was canceled, and I was forced to extend my fieldwork. With all these delimitations the study will deal with the analysis and description of Agew-Awi people folk music and their musical instrument.
CHAPTER TWO: REVIEW OF LITERATURE
The second chapter of this research addresses many of the questions posed(detailed) in chapter one; therefore, I have tried to outline some of the basic theoretical frameworks and definitions of the research; i.e. folk music, folk musical instruments, and musical culture by selected scholars interested in accounting for meanings in general.

2.1. Definition of Basic Terms and Concepts

Folk music, which is the main concern of this study, is part and parcel of the broad area of knowledge known as ‘music’. Therefore, I have tried to outline some of the basic concepts and definitions of folk music, folk musical instruments, and musical culture in general.  

2.1.1. Folk Music 

It will not offer anything like a definition of ‘’ folk music”, relying instead on the principle of we know it when we hear it.” Understandings of the term have varied so widely over space and time that no single summary sentence can pin it down (Kartomi 1990).
Folk music is often thought of as the expression of a people, or a national or ethnic group, and in many ways this is valid definition (Nettle, 1960). According to Forcucci (1984) describes folk songs as “the songs of the people” (p.16). Those songs are creations of one or more individuals, and the creative process can be collective, individual, or a mixture of both. It is the use of human expression in order to describe one’s way of life. The way folksongs are created or categorized varies, but the way they are transmitted is almost always the same: it is “passed on from person to person, group to group, generation to generation” (Forcucci, 1984, p.16).

Folk Song Definition In 1954 the International Folk Music Council defined folk music as “the product of a musical tradition that has been evolved through the process of oral transmission (Britta, 2005). The factors that shape the tradition are: (1) continuity which links the present with the past; (2) variation which springs from the creative impulse o f the individual or the group; and (3) selection by the com m unity which determines the form or forms in which the music survives”(Mills, 1967).
Folk music is another form of music that has withstood the test of time, but in a different way. Folk music derives from a particular culture and is music that one might be expected to learn from a family at a young age. Although one can study folk music, the idea is that it is accessible to all; it generally is not written down in musical notation until it becomes an object of scholarship. Lullabies, dance music, work songs, and some worship music are often considered folk music as they are integrated with daily life (Wang et al., 2008).

Folk music is the term used to designate the traditional music of a people in contrast to the so-called popular music and the serious music of concert halls and opera houses. The best approach to defining folk music may be to identify some of the characteristics none of which by themselves are the exclusive property of folk songs but all of which taken together serve to distinguish it (Scholes, 1977). 

 Folk music originated in the 19th century as a term for musical folklore. It has been defined in several ways; as music transmitted by word of mouth, music of the lower classes, music with no known composer been contrasted with commercial and classical styles. Since the middle of the 20th century the term has also been used to describe a kind of popular music that is based on traditional music (Nnamani, 2014).  

There are extensions of the term folklore, which was coined in 1846 by the English antiquarian William Thomas used to describe “the traditions, customs and superstitions of the uncultured classes” (Scholes, 1977). Folk music as created by the ‘folk’ (its own users) in one mighty collective creative process. Folk music has born and created by itself in the soul of the people – a true parthenogenesis (Lundberg, 2010)”. 
Folk music normally exists in oral tradition being taught and learned by word of mouth without the use of written music. Occasionally the written or printed tradition influences folk music as when art songs or popular songs are taken up by genuine folksingers. It is the music of the rural groups, of rural origin used by recent migrations to the city. Folk music is composed by rural folk on basis of ancient rules transmitted orally. Folk songs are associated with activities such as work, games, dances, wars or religious ceremonies (Nnamani, 2014).
According to Scholes (1977): folk music may tend to have certain characteristics but it cannot clearly be differentiated in purely musical terms. One meaning often given is that of “old songs, with no known composers”, another is that of music that has been submitted to an evolutionary. He went further to explain that such depends upon the cultural processes rather than abstract musical types upon continuity and oral transmission. 
Folk music of a community, uninfluenced by any sophisticated musical rules or any standard Music styles. Folk music may be described as that type of ancient music, which springs from the heart of a community, based on their natural style of expression, uninfluenced by the rules of classical music and modern popular songs. Any mode or form created by the combination of tune, voice and dance may be described as music. Thus, the combination of folk song, folk dance, and folk tune may be called folk music(Lundberg, 2010)
Merriam writes of “the frequently expressed fear that the music of the “folk” is fast disappearing and that must be recorded and studied before it is gone. Merriam believes that this sort of approach, while “acceptable,” often is accompanied by “a failure to consider the inevitability of change” (1964: 9). Merriam–in what seems to foreshadow studies of circulation–ultimately argues that the very “processes of change that are being decried” should be paid ample scholarly attention (9-10).

Generally speaking, the term “folksongs” refers to traditional songs. A song becomes traditional when it is passed down in different versions among individuals or groups of people who share common interests. Because the songs are primarily transmitted orally, they undergo changes in context or content. Folksongs are realized in specific contexts through performances, with a greater emphasis on face-to-face communication and social interactions between the performer and the audience.
2.1.2. Folk Musical Instruments
Each instrument is a unique product of the culture of its creation, having been shaped and developed over generations of musicians and craftsmen to suit the needs of the people who interact with it and its specific function within the community. An instrument represents a distinct piece of information about a culture; the instrument’s status, function and the ideas surrounding its significance can reveal parts of the ingrained traditions and ways of thinking of a community (Nega et al., 2021).
A basic question that is fundamental to an ethnomusicological examination of musical instruments is, what are they? This brief but very challenging question is intended to provoke an analysis of the form, function and meaning of musical instruments and other objects so that they may ultimately be understood in a way that is not alien to the different cultures and contexts in which they exist ( Johnson, 1995).  Kartomi (1990: xvii) has pointed out, 'not all cultures have classifications of An Ethnomusicology of Musical Instruments', although 'few cultures may be isolated as having no musical instruments at all'. This is directly relevant to ethnomusicology, which recognizes that not all cultures have a distinct concept of music. 'There are many societies that have no word for "music" and do not isolate it conceptually from dance, drama, ritual or costume' (Blacking 1987: 3).  A musical instrument is more than just a sound-producing. Instrument. It is essential for music-making, and an analysis of the performance event can enhance (Johnson, 1995). 
In the first place, instruments are one of our few clues to the history of traditional musical cultures. If we define the term musical instrument in the usual (through admittedly limited) way as “implements used to produce music, especially as distinguished from the human voice”. One of the most frequently cited definitions is Hornbostel’s formulation “...For purposes of research everything must count as a musical instrument with which sound can be produced intentionally”(Tacchini & Damiani, 2011).
2.1.3. Musical culture
The word "musical culture" is formally defined for use in the present music course according to the IB (2004) standard. A musical culture is a shared, learnt method of creating and utilizing music that is passed down from one generation to the next. Utilizing music refers to its use in a culture, such as during a ceremony or at work, whereas making music refers to its creation and performance.

Ethnomusicologists have long held that cultural factors influence music's structures, practices, and meanings; that theories based on the music of one culture are therefore insufficient to explain the music of other cultures, let alone all of them; and that the significance of music can only be understood in relation to particular cultural contexts (Widdess, 2012).

Culture has been defined as "That complex whole which includes  knowledge,  belief,  art, morals,  law,  custom,  and  any  other  capacities  or  habits  acquired  by  man  as  a  member  of  society"(Nettl 2010, p.216). The second definition offered by cognitive anthropologist Maurice Bloch states that as culture is a type of knowledge, it depends on memory function. Cultural knowledge, like other types of memory, must be learned, stored, and retrieved (Widdess, 2012).
Merriam explores the process of enculturation and explains that learning is a life long process where culture persists. It is through education, enculturation, cultural learning, that culture gains its stability and is perpetuated, but it is through the same process of cultural learning that change takes place and culture derives its dynamic quality. What is true for culture as a whole is also true for music; the learning process in music is at the core of our understanding of the sounds men produce (Merriam, 1964, p.163). For the genuine meaning to be understood, according to Blacking (1973, p. 17), "all processes pertinent to an explanation of musical sound" must be investigated or a "context-sensitive analysis of the music in culture" must take place. Understanding non-musical elements' functions, such as their spiritual importance, which encompasses elements like loyalty or economic significance, social purpose, or biological structures (Blacking, 1973, p. 17). (Barton, 2003).     
In the final category, Lomax is extensively discussed. McLeod contends that while his work "certainly heralds a new knowledge of music," it is marred by a number of implausible assumptions. These include the notions that a subjective assessment of music will do, that there is only one musical style for each culture, that music is culture-specific rather than context-specific, and — as a follow-up to the last point — that music reinforces group norms (which in many cases its function is to relieve social stress, and so occurs at points of uncertainty and tension, performed by individuals and not by groups) (B. N. Johnson, 2016).
Nicholas Cook and Bruno Nettl are two others who have dared to discuss "musical culture." According to Nettl (1983), music generally conveys information about the culture from which it originates. He also discusses the impact that a "musical culture" and its transmission, learning, and teaching have on a society. Cook (1990:4), on the other hand, believes that a "musical culture" is primarily cognitive in nature. It is "a tradition of conceiving sound as music...a repertory of techniques for picturing music," according to the definition. According to him, "musical culture" is defined as “the things a people must know in order to understand, perform and create acceptable music in their culture” (1990:222).
2.2. Theoretical framework

This chapter focuses on developing a theoretical framework, which will be used for the analysis of music structure, texture, and classification of musical instruments. 

Theoretical Framework is the ‘blueprint’ or guide for a research (Grant & Osanloo, 2014). It is a framework based on an existing theory in a ﬁeld of inquiry that is related and/or reﬂects the hypothesis of a study. It is a blueprint that is often ‘borrowed’ by the researcher to build his/her own house or research inquiry. It serves as the foundation upon which a research is constructed that both the theoretical and conceptual frameworks give life to a research (Adom et al., 2001). 

Moreover, the theoretical framework serves as the focus for the research and it is linked to the research problem under study. Therefore, it guides a researcher’s choice of research design and data analysis plan. The theoretical framework, thus, aids the researcher in ﬁnding an appropriate research approach, analytical tools and procedures for his/her research inquiry. It makes research ﬁndings more meaningful and generalizable (Akintoye, 2015). 
2.2.1. Ethnomusicology Theory 
Ethnomusicology is defined as "the study of social and cultural aspects of music and dance in local and global contexts" (Pegg, 2007:n.p.). The term is attributed to Kunst, the Dutch musicologist who in 1959 titled the third edition of his 1950 booklet as Ethnomusicology. Prior to 1950 this aspect of musicological study had been referred to as ‘comparative musicology’. Nettl defined ethnomusicology as “the science that deals with the music of peoples outside of Western civilization” (Nettl 1956:1, in Merriam 1964:5). Further to this Hood, a student of Kunst, developed the concept of ‘bi-musicality’, a theory that there exists in the world a series of music’s, which must be learned and understood in a similar way to language (Nettl 1983). 

Ethnomusicology, further more, studies music cross-culturally. Predominantly focusing on orally transmitted cultures, scholars have, in the past, assessed the musical anthropology in numerous traditions. The focal point of ethno musicological studies thus is based in a holistic approach. This refers to understanding the entire process whereby music is imagined, discussed, produced, and performed (T.Teffera, 2011). 

In opposition to this view, Alan Merriam, a contemporary of Hood, developed his theory of ‘music in culture’ (1964) with three levels: concepts and accepted cultural facts within the group making the music, then translated into various behaviors, leading to music expressed as sound that is culturally acceptable. Supporting this, Radocy and Boyle (1988) see music as a phenomenon of man, society and culture, examining music as an art form through views from aesthetics, anthropology and ethnomusicology. 
The function of music within cultures was examined by Merriam (1964) and Blacking (1974), as supported by Radocy and Boyle (1988) who when examining the work of important musicological figures working from the 1960s, postulate that all music occurs within a cultural context and has social functions. In this sense these seminal ethnomusicologists perceived music as an inherent part of human culture and behavior, although by the 1970s and 1980s, Merriam had interpreted ethnomusicology as the study of music outside your own culture, while Nettl had decided that ethnomusicology was a Western phenomenon, perceived from a Western cultural perspective. 

Ethnomusicology carries within itself the seeds of its own division, for it has always been compounded of two distinct parts, the musicological and the ethnological, and perhaps its major problem is the blending of the two in a unique fashion which emphasizes neither but takes into account both. This dual nature of the field is marked by its literature, for where one scholar writes technically upon the structure of music sound as a system in itself, another chooses to treat music as a functioning part of human culture and as an integral part of a wider whole.(Wilson, 2010)
Ethnomusicology is a place where people are studying music from different perspectives and paradigms can discover music. Ethno musicological studies are derived from a variety of disciplines. In order to approach the study of music from the standpoint of scientific analysis, it is necessary to establish theoretical framework bases from ethnomusicology, anthropology, musical ethnography and related fields. 

Ethnomusicology has focused primarily on music sound and structure, emphasizing its musicological component. The traditional music and musical instruments of all musical cultures are the study-objects of ethnomusicology. As a result, this study looks into all of the Agew-Awi people’s folk music and folk music instruments. The structure of music is the sole object of study in the development of an ethno musicological theory.

Ethnomusicology is both a field and a laboratory discipline; that is, the investigator collects data from the people he is studying, and at least some of it is later analyzed in the laboratory. The outcomes of the two methods are then combined in a final study (Wilson, 2010).
It is necessary to establish bases from ethnomusicology, anthropology, musical ethnography, and related fields in order to generate the framework of theory and method for this study.
2.2.2. THE ANTHROPOLOGY OF MUSIC

 My analytical and theoretical attention to music is based on its study situated within a particular cultural context (Merriam 1964; Nettl 2005:12). As my focus is the musical culture of Agew-Awi people, I draw particularly on the literature surrounding folk music, as well as the folk music instrument of Agew-Awi music specifically.  In his book The Anthropology of Music, Alan P. Merriam argued that for the study of music in culture scholars should explore conceptualizations of music, individual and group behaviors in relation to music, along with the study of music itself (Merriam 1964:32). 
Merriam therefore importantly combined the study of music with the study of cultural practices that form the basis of ethno musicological research and the anthropology of music (Merriam 1964; Nettl 2005). Merriam (1964) arguing that ethnomusicology can be approached from two angles: the anthropological and the musicological. He believes that the ideal model of study would fuse these two approaches: musicological approaches tend to treat music as an object in and of itself “without reference to the cultural matrix out of which it is produced”. 
Ethnomusicology originates in field study, that music is a part of culture, and that the societies which ethnomusicologists study have historically been those outside the Western stream, we are led almost inevitably to the further assumption that field method and field technique must be derived from cultural anthropology. Although, it is in fact the case. Perhaps more precisely, field method in ethnomusicology has derived from the social sciences in general, while field technique is borrowed most widely from the particular social science of anthropology. While anthropologists almost always included music in their ethnographies in the early days of the discipline, this practice has become increasingly rare in recent years (Merriam, 1969).
Anthropology has learned much from this relatively recent emphasis, and will continue to learn much, but in the process it seems to have forgotten that it has a foot in two camps—the social and the humanistic (Eggan, 1953).  The central concern of cultural anthropology is with what is called "culture." Man moves in time; that is, he has a sense of the past, the present, and the future, and he is intellectually aware of himself as existing in time. From man's standpoint, so do all other animals, though it is doubtful that we can attribute an intellectual time sense to them. Man also moves in space, and this he quite obviously shares with all other living organisms capable of movement. Man moves, too, in society; he identifies himself with his fellows and cooperates with them in maintaining his group and assuring its continuity. But man is not unique in this respect either, for other organisms such as ants, bees, and the higher primates also arrange themselves into societies. In moving through time, space, and society, man is not unique, but there is one sense in which he is unique, and this is the fact that he has culture. Anthropologists have rightly given a great deal of attention to the definition of this core concept but have never come to a universally acceptable definition; for present purposes we can speak of it here simply as "man's cumulative learned behavior." (Wilson, 2010)
The primary goal of this study was to identify and present what would entail an anthropological study of music, putting all possible types of musical culture of the Agew-Awi people.

2.2.3. Musical Structure Theory

Webster's unabridged dictionary (1966: 77) tells us that analysis is the "separation or breaking up of a whole into its fundamental elements or component parts." Thus, analysis is the process of examining the attributes and connotations of a concept, idea, or entity. It differs from mere disintegration in that it proceeds according to a definite plan. In recent years, there has been a growing concern among ethnomusicologists with finding a reasonable approach to music. There are various methods to analyze a music structure. Merriam writes that 'the analysis of a musical style depends upon breaking down a structure into’ its component parts and understanding how these parts fit together to form a coherent whole,' and later adds that 'some thirty to forty different parts can be isolated' (1964: 300).

Analysis of music denotes mainly the description of the over – all structure of a piece of music, and of the Interrelationship of its various sections. Music have its well-defined, simple entities called elements, which form the basis for investigating more complex phenomena. Musical analysis couched in terms of the so-called elements of music; such as melody, harmony, rhythm, meter, form, and texture

Ethnomusicologists consider a large number of stylistic elements in making their analyses, among them melodic range, level, direction, and contour; melodic intervals and interval patterns; ornamentation and melodic devices; melodic meter and durational values; formal structure; scale, mode, duration tone and (subjective) tonic; meter and rhythm; tempo; vocal style, and others. 

I am concerned in this chapter to detail that process of analysis in respect of the research on the musical culture of the Agew-Awi people in Awi zone Amhara region.   

The process this researcher shall describe contains references to the work of Bruno Nettl (1964: 135).  Bruno Nettl (1964: 135) in his book “theory and method in ethnomusicology describe three approaches to the description of music. These three, labeled here "systematic," "intuitive," and "selective,” The Systematic Approach: - One approach to describing music is to identify all possible, or many, or, for practical purposes, a selected group of aspects of music. The usual procedure in this method is to divide music into a number of so – called elements. The Intuitive approach is one, which attempts to identify the most striking, the most important aspect of a piece of music, or of a musical style. The third and final approach, selective approach, is to analyze only one or a group of related aspects (ibid).

With this in mind, the approach and methods which applied to answer those of basic research questions is systematic approach.
An interesting approach in this context is that of Nettl’s classification of musical elements (Nettl 1964), which embraces three elements that reflect the tendencies found in the majority of descriptions of musical style. These are: pitch (scale, interval, and melody), rhythm (note value, meter, and tempo) and interrelationship of rhythm pitch and rhythm (texture).
General Terminology and Procedure

While there is no generally accepted set of terms, or definition of these terms, in ethnomusicology, a large proportion of the literature does conform to an approximate standard in terminology (Nettl 1964).
Scale

Ethnomusicologists have used the word "scale" to mean something rather different from what it means in traditional music theory. But since ethnomusicologists have also used the word to mean several different things, let us for our purposes define it as those tones – and the intervals among them– which are used in one or a group of compositions (Nettl 1964). 

The word scale properly means ladders, because the note thus sounded gives us the sensation of ascending by definite distance. Alexander J.Ellis; 486). A scale is a series of pitches, ordered by the interval between its notes. There are a variety of types of scales. Every major scale, whether it is D major or C major or G-sharp major, has pitches related by the same intervals in the same order. Likewise, the pitches of every minor scale comprise the same intervals in the same order. The same could be said for a variety of other scales that are found in jazz, rock, and popular music, including the blues scale and the pentatonic scale (Wang et al., 2008). 
We have already indicated, with respect to tone-order, the term for scales derives from the number of pitches or notes that make an octave, and that the term does not necessarily indicate the quality of intervals between successive notes. The more common types of scales encountered in African culture areas are the following: A scale of seven pitches – the heptatonic scale A scale of six pitches – the hexatonic scale A scale of five pitches – the pentatonic scale A scale of four pitches – the tetratonic scale (Nzewi & Nzewi, 2007). 
Rhythm and Meter

Rhythm refers to how the music is structured in relation to time. It functions in concert with melody and harmony to instill a sense of order. The beat, which is the fundamental unit of time in music, is the most fundamental component of rhythm. Similar to how your heartbeat generates a constant, underlying pulse within your body, it is the steady pulse of the music. When you listen to music, the beat is what makes you tap your feet (Wang et al., 2008).
Kolinski presented one viewpoint, which is that meter is defined as “organized pulsation functioning as a framework for rhythmic design” (1973: 499). Another view put by a succession of musicologists, is that meter is “measurement of the number of pulses between more or less regularly recurring accents” (Cooper and Meyer 1960:4). These authors continue, "When pulses are […] counted within a metric context, they are referred to as beats. Beats which are accented are called “strong”; those which are unaccented are called “weak”. 
Texture
The interaction between musical lines in a musical composition is referred to as texture. To characterize musical texture, we employ a variety of generic adjectives, including the words translucent, dense, thin, thick, heavy, and light. Additionally, we employ the musical terms monophony, homophony, and polyphony to convey texture. For jazz, rock, and popular music, homophony and polyphony are the most crucial of these three concepts (Wang et al., 2008).
2.2.4. Musical Instruments Classification Theory 
A basic definition like ‘device made to play music’ seems to be taken more or less for granted. Such a definition will usually suffice in most situations, but all concepts mentioned — ‘device’, ‘play’ and ‘music’ — may be questioned, clarified or confused. While there are some explicit definitions in the literature, Grove’s online dictionary of music tries to evade the question with the following: ‘Musical instrument’ is a self-explanatory term for an observer in his own society; it is less easy to apply on a worldwide scale because the notion of music itself in such a wide context escapes definition.” (2008) (Tacchini & Damiani, 2011).
There have been or are currently being used a great variety of classification schemes for musical instruments.Since many people are locals, they are unable to get employment elsewhere. 
Others are no longer relevant due to technological advancements; for example, none of the visualmethods, as Mantle Hood's Organograms, can be used with ease on a computer. There is just one that is globally relevant, and that is the Hornbostel-Sachs Systematik. 

This is because it uses a numerical system and only takes into account the morphology of the instruments themselves, making it universally applicable across all cultures (Montagu, 2009).
A fundamental principle of human thought is to categorize groups of objects, such as musical instruments. Except for a small number of human groups that do not use any musical instruments at all and societies without a distinct category for instruments, cultures all over the world have created their own formal or informal classification systems for individual instruments or ensembles (Kartomi ,1990).
The authors of Hornbostel-Sachs exist outside of the cultures of the majority of the instruments covered by the scheme, as an inevitable result of the scheme covering a variety of different musical cultures. As a result, Hornbostel-Sachs could be seen as mostly exogenous in DeVale's (1990) continuums for analyzing organological classifications. Hornbostel and Sachs are classifying the instruments and the cultures they represent for many of the classes in their approach as a result (Roestorf, 2008).

For the purpose of this study, I applied an approach universally applicable, which is developed by Hornbostel and Sachs. Basically, the Sachs – Hornbostel classification includes aerophones (wind instru- ments), chordophones (string instruments), idiophones (made of solid, non-stretchable, resonant material), and membranophones (mainly drums); idiophones and membraneophones are together classified as percussion.
2.3. Ethnomusicology
2.3.1. Definition of Ethnomusicology
Ethnomusicology is the study of why, and how, human beings are musical. This definition positions ethnomusicology among the social sciences, humanities, and biological sciences dedicated to understanding the nature of the human species in all its biological, social, cultural, and artistic diversity (Rice, n.d.)
Ethnomusicology, according to Nettl in 1956, is "the science that studies the music of people who live outside of Western civilization." The emphasis is put on the where rather than the how or why, according to Merriam, who contends that this method considers ethnomusicology as a discipline rather than a method of research.

Another definition to the field of ethnomusicology comes from musicologist Mantle Hood, who suggests that ethnomusicology is a sub-discipline of musicology,  and that its goal is to "investigate the art of music as a physical, psychological, artistic, and cultural phenomenon. The [ethno] musicologist’s main goal is to learn more about music (Hood 1957: 2).

Ethnomusicology should be understood as "the study of music in culture" (Merriam, 1960). However, in order for this term to be understood correctly, it must be fully outlined. It is implicitly assumed that ethnomusicology is composed of both musicological and ethnological components, and that the sound of music is the outcome of human behavioral processes that are influenced by the values, attitudes, and beliefs of the individuals who make up a given culture. Music sound cannot be produced except by people for other people, and although we can separate the two aspects conceptually, one is not really complete without the other. Human behavior produces music, but the process is one of continuity; the behavior itself is shaped to produce music sound, and thus the study of one flows into the other (Clauson & Merriam, 1967).
Westerners have suggested that other cultures' music is nothing more than "expressions of lesser, more primitive civilizations or a form of musical perversion," but Jaap Kunst argued against this (1959: 1). Merriam says that while this is a crucial objective, it shouldn't be the exclusive area of research.

The concept of ethnomusicology as the study of music in culture includes all of this by default. The fundamental objective of comprehending music is not denied, but the long-held belief in ethnomusicology that the only objective of our field is the comprehension of musical sound is also not accepted. In general, it is undeniable that understanding music is the main objective.
2.3.2. History of Ethnomusicology

A definitive history can hardly be written for a field, such as ethnomusicology, which is so new that the majority of its exponents are still living and active. Several brief surveys of the history of ethnomusicology have appeared; those by Sachs (1962:5-32), Kunst (1959), and Nettl (1956:26-44)(Books & Publishers, 1964)
 The roots of ethnomusicology are usually traced back to the 1880's and 1890's when activity in the field began with studies conducted primarily in Germany and America, and the two aspects of ethnomusicology appeared almost at once.

Although Nettl (1956:26–39) made a hazy characterization of German and American "schools" of ethnomusicology, the labels do not seem entirely appropriate. The distinction to be drawn is less one of geography than it is one of theory, method, approach, and emphasis because early German scholars conducted many provocative studies on issues that had nothing to do with music structure, whereas many American studies have focused on the technical analysis of musical sound.

While the two aspects of its own study have inevitably affected ethnomusicology, it has also received the impact of historic event. Ethnomusicology and anthropology both began to develop as disciplines at a time when man's knowledge of man was in general restricted to Western and, to some extent, Far Eastern cultures (Merriam 1964).
Partly, at least, because anthropology and ethnomusicology grew up at almost precisely the same time, each influenced the other, although the impact of the former upon the latter was the greater. Ethnomusicology tended to be shaped by the same theoretical currents which shaped anthropology, and indeed there is evidence to indicate that Erich M. von Hornbostel, widely regarded as the outstanding historic figure in the field, considered the two disciplines to be in the closest sort of relationship (1905).
 Early in its history, ethnomusicology, or comparative musicology, or exotic music as it was then called, was most often defined in terms which stressed both the descriptive, structural character of the study and the geographic areas to be covered (Schule, 1964).
Thus Benjamin Gilman, in 1909, put forward the idea that the study of exotic music properly comprised primitive and Oriental forms (1909), while W. V. Bingham added to this the music of Dalmatian peasants (1914). This general point of view has carried forward into contemporary definitions as well, where geographic areas are stressed rather than the kinds of studies to be made. Marius Schneider says that the "primary aim [of ethnomusicology is] the comparative study of all the characteristics, normal or otherwise, of non European [music]" (1957:1); and Nettl defines ethnomusicology as "the science that deals with the music of peoples outside of Western civilization" (1956:1).
2.3.3. Ethnomusicology and African Music Study
African Music Chernoff (1979) defined African music as, “A cultural activity, which reveals a group of people organizing and involving themselves with their own communal relationships”. (p. 36). Here, music is viewed in terms of communal gathering, where people share the cultural activities of a particular society. The music expresses the day to day activities of life. Barz (2004) defined music “as a social event” (p. 5). On the other hand, Nkentia (1974), seem to concur with Chernoff when he defines African music as, “A public performance that take place on social occasions when members of a group or a community come together for the enjoyment of leisure, for recreational activities” (p. 21). In this case, many scholars agree on the definition of African music as it is viewed as that kind of music that celebrates culture and group gathering (Munyaradzi & Zimidzi, 2012).
The concept, indigenous African music, interchangeable with traditional African music, refers to an aggregation of regionally, customary, culturally and ethnically constituted musical practice commonly christened in the Sesotho languages as mmino wa setšo. At the centre of this phenomenon lies the stoicism of cultural experts who have maintained its philosophical, spiritual and intellectual foundations and integrity. This was achieved by clearly compartmentalizing it into setšo (-of origin or cultural) as opposed to sebjalebjaleʊa kind of modernity (Mapaya, 2010). 
European explorers and missionaries encountered African music as early as the nineteenth century. But it was only in 1947 in South Africa and later through the inauguration of the Society for Ethnomusicology in the United States in 1955 that the music began to attract scholarly attention (Agawu, 1992). Before this development, the music was documented and studied primarily for other than musicological reasons. Its study, for instance, served as a way through which insight into the culture or religiosity of Africa was to be construed (Mapaya, 2013). It was, often by circumstance, the subject of sociological, ethnological and anthropological interests. Yet, through all these encounters, indigenous music emerged with its fundamentals intact (Mapaya, 2014).
 In Africa, the study of music was started during the nineteenth century by European explorers and missionaries,this period, as mentioned in Agordoh (2005), coincides with the invention of the recording machine(Agawu, 1992).
It is doubtful whether pre-1900 writing about African music can be legitimately described as ethnomusicological since it was produced by no specialists-Europeans engaged in naval expeditions, muslim writers pursuing a religious mission, correspondents for learned societies, missionaries, traders, and biographers of explorers (Agawu, 1992).
These accounts are of interest chiefly because they adumbrate some of the major issues that card-carrying ethnomusicologists of later years have had to reckon with. Furthermore, because earlier writers are not constrained by a prescribed, institutional mode of musical discourse, they frequently ask more fundamental questions about the nature and meaning of African music than those who have, as it were, been taught to speak properly (Agawu, 1992).
The search for a voice between 1900 and 1950 came to an end with two related events: the formation of the African Music Society in 1947 in South Africa, and the inauguration of the Society for Ethnomusicology in the United States in 1955 (Agawu,1992).
Indigenous African music has been in existence from time immemorial. Since its inception, ethnomusicology has claimed center stage in the study of African music, even though mainstream musicology, or the ‘formal’ study of music, predates it. Eschewed by this mainstream musicology, in the nineteenth century indigenous African music became the subject of the then new discipline known as vergleichende Musikwissenschaft, which translates to comparative musicology (Merriam, 1977; Nettl 1991; Waterman, 1991), which later transmogrified into ethnomusicology. But deducing from criticisms by scholars such as Agawu (2008), Connery (2009), Kidula (2006), Kingsbury (1997) or even Rhodes (1956), ethnomusicology of the Chase (1958) through to the Feld (1974) eras was in many respects less than ideal (Mapaya, 2014).
Like the African Music Society, which publishes African Music, the Society for Ethnomusicology began by publishing a newsletter followed by a full-fledged journal, Ethnomusicology. By consolidating previous efforts and isolated tendencies into centralized organizations, both events promised, if not an entirely new beginning, at least a more responsible continuation (Agawu, 1992). African Music and Ethnomusicology shared one broad aim, in the latter's words: "the advancement of research and study in the field of ethnomusicology, for which purpose all interested persons, regardless of race, creed, color, or national origin, are encouraged to become members (Agawu,1992).
 History on African music has been examined from different angles. There has been scholarship on music and culture in regard to nation-building processes many non African musicologists have attempted to notate, classify, analyze, and document African melodies and rhythms, but the methods and procedures employed remains a matter of experimentation and controversy. 

Therefore, it is necessary to develop a perspective that keeps indigenous African music within proximity of appropriate sociocultural contexts. Traditional societies that were eventually established in time throughout regions of Africa favored a mutual dependence between the social and physical universe (Agawu, 1992).
2.3.4. Ethnomusicology and the Studies made on Ethiopian Music

Traditional music plays a vital role not only in cultural and social activities like marriage, hunting, farming, gathering, rituals of birth and puberty but also fosters social cohesiveness. The folk songs, folk music, dance and musical instruments provide space for manifestation of cultural expressions and ethnic diversity of nations, nationalities and people of Ethiopia. Nketia (1982) strongly points out that music in African traditional society is “a dimension of life and an avenue of expression and communication pervades many spheres of life”. Merriam ( 1964) has noted  that  the music has great cultural value in terms of shaping, strengthening and ensuring channel of social, political, economic, linguistic, religious and other kind of behavior (Pati et al., 2015).
In "The Practice of Music Research in Ethiopia: Successes and Challenges," Woube Kassaye argues that "no comprehensive studies were made on practices of music research in Ethiopia," mentioning the following issues as seen from the results of the authors' prior research: "there exists scant research outputs," 
"lack of getting the necessary skills through training," the difficulty of "getting published articles to read," and the quantity of "published articles to read.",the number of dissertation, thesis, ‘articles’ and monographs written on Ethiopian music available both at Yared School of Music and the Addis Ababa University library being few and most BA thesis being more related to language (1994), “lack of in-depth and inadequate study that resulted in contradictory and misleading ideas on the issue”. 

Simenehe (2010) stated in his review that it is incorrect to presume that influential works from foreign scholars marked the start of musical research in Ethiopia and to ignore Ethiopians' inquiries into their own musical heritage. Ethiopian music scholarship probably started as early as the country's musical innovation, practice, and oral transmission. As in the case of St. Yared's sixth-century report, the written record of musical culture may also be found in ancient Ethiopian chronicles and hagiographies.

Simeneh (2010) (ibid) separated Ethiopian music studies into past, present, and future prospects based on his observations. This paper describes and evaluates these three potential opportunities for Ethiopian music scholarships. Based on his observation, the pre-20th century period, which is primarily made up of traveler, missionary, and explorer narratives.

Shelemay & Jeffery, (1997: 132) listed several foreign scholars who contributed to Ethiopian music study during the pre-20th century. These are Ludovico di Varthema (in 1503–1508), Jesuit Athanasius Kircher (1605), James Bruce (in 1768–1773), Guillaume Villoteau (1798).  Indeed, Shelemay & Jeffery (1997: 131) conclude, this literature requires the reader to use caution, as it often suffers from rampant Eurocentric views that subscribe to the values and norms of the West. Indeed, Shelemay & Jeffery (1997: 131) found, “Western literature on Ethiopian chant is an outstanding example of the way incomplete and misunderstood information, passed on in the context of a very different culture, can lead to serious misrepresentations and distortions of the subject matter.”

The second phase, according to Simeneh (2010) is defined by the first Ethiopian “modernist” intellectuals who emerged during the first half of the twentieth century and held multiple roles in art, literature, and music.

The late twentieth century is marked for a contemporary music scholarship. A number of prominent ﬁgures in Ethiopian music such as Beshah Teklemariam, Iyuel Yohannes, Ashenaﬁ  Kebede, Mulatu Astatke, Tesfaye Lemma, and Tsegaye Debalke,and others (Simenehe, 2010).
The paper is generally clear, concise, and well-written manuscript. Sufficient information about the previous study findings is presented for readers to follow the present study rationale and procedures possesses”. Overall this article is very straightforward and concludes that even though attempts were made, particularly by non-Ethiopians, to enhance music research in Ethiopia the finding reveals that, “it is unsatisfactory as compared with reach cultural heritage the country possesses”. 
CHAPTER THREE: MATERIALS AND METHODS

3.1. An Ethnographic Introduction of the Agaw-Awi 
This chapter provides a general description of the Agew-Awi, regarding of their geographical location, language, population, socio-cultural setting and their economic activity. 
3.1.1. Agew-Awi

3.1.1.1. Geographic location, population 

The study was conducted in Awi Zone which is located within the latitude of 10.95° N and longitude of 36.5 ° E.   An average altitude ranges from 1800 to 3020 meters above sea level. In the North-Western part of Ethiopia, which is 448 km north-west of Addis Ababa; the capital city of Ethiopia, 137 Km south-west of Bahir-Dar; the capital city of Amhara Regional State. It is inhabited by people called Agew-Awi, speaking Awigna language that belongs to the Eastern Cushitic language family (Cerulli, 1956; Hallpike, 1974, Shinohara, 1993; Watson, 1998). Previously, the Agew-Awi territory had been administered under Metekel Aweraja. 

Awi Zone is found in Amhara National Regional State among the 11 largest Zones of the region. The Zone has 12 Woredas with the population number of 982,942 in which 491,865 are men and 491,077 women (CSA, 2007). It is located 435km north-west from Addis Ababa on the Addis-Bahir Dar main highway. It is named for the Awi sub-group of the Agaw people, the majority of who live in this Zone (Hailu and Tessema, 2018). Awi Zone is bordered on the west by Benishangul-Gumuz Region, on the north by Semien Gondar Zone and on the east by Mirab Gojjam Zone and its administrative center is Injibara town (Kebede, 2020).  
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Figure 1. Map of Awi administrative zone in Amhara Region, Ethiopia. 

Source:  Asmare & Yayeh (2017)
3.1.1.2. History
The name Agew given to the people who live in scattered area of Ethiopia and Eritrea, which included the Belen in and around Keren, Eritrea, the Qemant and Felasha, who live around Gondar in the North Gondar zone of the Amhara Region, west of the Tekeze River and north of Lake Tana; The Awi-Agew live south of Lake Tana, around Wangila in the Agew Awi zone of the Amhara Region, and Ximra live around Seqota Lasta and Wag in the former province of Wollo, now part of the Amhara Region along its border with the Tigray Region, and the Kunfil Agew who live around Quara Gondar and lastly Adekama Melga live around Eritrea (Ayalew Sisaye 2011). 
The first record of the name 'Agaw' is in the Adulis inscription, which refers to the 'Athagaus and Kalaa and the Semenoi, a people who live beyond the Nile [Tekeze] on mountains. (Taddesse Tamerat 1988). The Agaw of Agawmidir and Metekkel have the tradition that their ancestors - seven 'brothers' - came from Lasta/Seqota to constitute what are known as the LaGneta Awiya or the 'Seven House Agaw . The seven 'houses' are called after the seven 'brothers': Banja, Ankasha, Kwakwra, Chara, Metekkel, Zigem and Azena. Other minor groups like Tumha, Dangizh (Dangla), Bil (Belaya) and Gwagwsa are said to be either latecomers or descendants of the original seven. (Taddesse Tamerat 1988)
Generally speaking, although few Ethiopian scholars and foreign travelers provided some works, most of them are fragmented and others are dealing with the Agaws relations with the Aksumite kingdom and with the efforts of the Gondarine kings to incorporate into the overall administrative structure of the Ethiopian Christian Kingdom and the development that followed. More than others, however, it is Taddesse Tamrat who has made a great effort to interpret and reconstruct the history of Awi from the 6th to the 17th centuries. In his classic work, Church and State in Ethiopia, 12701527, Taddesse convincingly argues that the Agaws [Awi] were one of the principal founders and major pillars of Ethiopian civilization from antiquity to medieval times Then, in his later studies, he focused more exclusively on the Agaws [Awi] of Gojam in which he showed the repeated efforts of the Gondarine kings to incorporate as well as evangelize them (Mammo 2020).  

Ethiopian society has been a rich conglomeration of different ethnic and linguistic communities (Taddesse Tamerat 1988). Among the many peoples of Ethiopia the Agaw stand out as some of the most ancient inhabitants. Their tenacity is such that, despite what must have been the most intensive onslaughts on their institutions and culture by the central state and neighboring communities for over twenty-four centuries, they have managed to retain at least their linguistic identity in some isolated - even if dwindling - islands dispersed unevenly from Keren in the region of Eritrea to Agawmidir in Gojjam (Tadesse Tamerat 1988). The Agew is one of the ethnic group originally a homogeneous ethnic group today there are a number of mutually unintelligible splinters in all directions of northern Ethiopia and Eritrea (Desalegn 2016).
3.1.1.3. Language 
Agaw is the branches of the Cushitic macro-family, itself part of the larger phylum generally called Afroasiatic. The Agaw language forms the main substratum of Semitic languages, particularly Tigrinya, and Amharic. 
The majority of the existing Agaw language speakers are bilingual, speaking both Agaw and Semitic languages (Amharic and Tigrinya). 
3.1.1.4. Economy
In relation to their economy, the livelihood strategy of the Awi zone depends on subsistence agriculture (Mirutse,Tilahun,Abebe and Yalemtsehay,2006). The Agew-Awi population is estimated to be 1.03 million. About 75% habitants are dependent on traditional agriculture for their livelihoods (Awi Development Association, 2012).
According to the basis of the Zonal Agriculture and Rural Development Office suggestion, in all ecological zones of the Awi zone mixed farming has been an age-old practice, and relying up on the climatic condition, the Awi peasants produce a large variety of agricultural products, like cereal crops, oil seeds, pulses, vegetables and fruits. Of the cereal crops, ţéff (Eragrostis ţéff) is the leading crop that grows abundantly in Awi Zone (Mammo 2020).
 3.1.1.5. Religion
The Awi are predominantly adherents of Orthodox Christianity. As a matter of fact, there are large numbers of churches in each locality (Kebede, 2020). Even though the Awi-Agew are primarily Orthodox Christians nowadays, there remains a strong traditional religious system at their core. Among the most well-known traditional beliefs still in existence are koli and zarkaya. The Agew-Awi provide the spirit zarkaya the ability to harm someone's health, kill them, or take their possessions. Koli is believed to be vested in the power of causing adversities to people or safeguarding them from hardships, depending on how they venerate it. 
3.1.1.6. Social Organization 
The term Awi often refers to the land, and the language. Although the term "Agew" denotes to the tribal group, Agew people identify themselves with the names of their clan's lineage. Clans are primary patrilineal group identities in Awi-Agew culture.
· In Awi-Agew kinship tradition a clan consists of people who share the same patrilineal root or background within the Awi-Agew ethnic group. 
· Blood kinship is traced through bilateral lines (father and mothers line) up to the seventh generation both in vertical and horizontal lines.

· Blood kinship up to seven generation is too important criterion that affords eligibility to mate selection.  Marital relations do not form in between close relatives or kin groups. The patrilocal post marital residence is society’s common form of post marital residence. Hence, a collection of patrilocal settlements formed a village, hamlet, and parish which is the greater social unit which includes a church and a priest who served them with a composed of consanguine and other kin groups (Mulualem Atakilit 2020).

· Family is the primary social unites of cooperation and kinship alliance in the ethnic groups. Source
· In Agew-Awi women and men both possess resources, and choices on how to use them are often determined at the family level. The Awi’s cognate or bilateral descent system is evident in the fact that women utilize resources and participate in production on an equal basis with males (Mammo 2020). 
· There are several kinds of traditional labor exchange, such as group or individual forms, in Awi. The two prominent kinds of labor exchange: Wubiri and Wonfel. Wubiri and Wonfel are an agreement reached, frequently between two or three peasants, to aid one another in labor. Wonfel is connected to the exchange of labor as well as farm equipment needed for harvesting or plowing crops (Mammo 2020).

3.2. Research Methods and Procedures
The researcher employed an ethnographic approach to discover the folk music and musical instruments of Agew-Awi people in Awi zone, located in Amhara region. Ethnographic research is, research in a naturalistic setting because of its extensive use of human culture (Gay 1996).

 Eventually, I realized that I was allowed to carry out my field research in Agew-Awi people through the Awi zone Cultural Bureau administrators, after having presented the letter of cooperation and permission which I was obtained from AAU, YSM.

Ethnography is the art and science used to describe a group or culture (Fetterman, 1998). According to Angrosino (2007), ethnographers search for predictable patterns in the lived human experiences by carefully observing and participating in the lives of those under study.

There are a number of methodologies that can be chosen for a research project. The reason why this researcher preferred ethnography to other types of methodologies or approaches is that it allows getting close to the subject being observed in its natural setting, to be factual and descriptive in reporting what is observed, and to find out the points of view of participants in the domain observed. The study centered in the qualitative approach. As Filstead (1970) has stated: Qualitative methodology allows the researcher to "get close to the data," thereby developing the analytical conceptual, and categorical components of explanation from the data itself, rather than from the preconceived,  rigidly structured, and highly quantified techniques... and operational techniques that the researcher as constructed.
Ethnography, then, becomes a process of gathering systematic observations, partly through participation and partly through various types of conversational interviews (Werner & Schoepfle, 1987). According to Leininger [1985], ethnography can be defined as “The systematic process of observing, detailing, describing, documenting, and analyzing the life ways or particular patterns of a culture (or subculture) in order to grasp the life ways or patterns of the people in their familiar environment ”(Mohajan, 2018).
Few other reasons why this study chooses ethnography among the other social research method is that it allow ethnographers seek to gain an emic perspective, or the ‘native’s point of view’ of a specific culture (Hammersley and Atkinson, 2007). This means that they try to look at the culture under study from the inside; through the meanings that the members of that culture live with. Therefore, ethnographers avoid imposing conceptual and theoretical frameworks on empirical data at the beginning of the research process (Eriksson & Kovalainen, 2011).

To accomplish this, researchers use observation, interviews, and archival research to generate a rich description. Therefore applying the ethnography qualitative research approach helps to provide a detailed and comprehensive description of the musical culture of Agew-Awi people in their natural setting. 
Specifically, this approach helps to:  

1. Identify and classify folk songs and folk musical instruments. 

2. Identify the peculiarities of the music of Agew –Awi people regarding their musical form, style, rhythm, texture etc. 
3.3. Method of Data Collection

Data is the material needed in the research. Bogdan and Biklen (2007) stated that the term data refers to the raw materials which researcher collects from the world where they investigate. The researcher employed various methods to collect data for this study. Firsthand information was collected from the informants through observation, participant observation, in-depth interviewing and focus group discussion. Secondary data was gathered from different published and unpublished documents, video data, most of the articles, journals, were used in this study.  

I carried out a fourteen weeks period of fieldwork (divided into two phases) among the people of Agew-Awi to collect data for this study. The first round of fieldwork was conducted from the month of January 2020 to the month of February 2020. I have attempted to focus on carrying out a preliminary field survey, specifically gathering base line information, searching for available written documents and finding a temporary accommodation, getting to know individuals who would play important roles in arranging and facilitating contacts with key informants among the people of Agew-Awi. The second and major part of my fieldwork from April 22, 2020 until the end of April 2020. During this short time I recorded different musical performances on video tapes and audio tapes. 
i. In-Depth Interview 

 Consistent with the ethnographic approach, I used a semi-structured interview protocol to conduct individual interviews. Semi-structured interviews are in-depth interviews where the participants respond to open-ended questions. I conducted a total of twenty six interviews with (with individuals from different age groups, social categories and sexes. Out of the 26 informants, 10 were instrumentalist (6 males and 4 females) and 16 were vocalists (10 male and 6 female) of traditional music performers from Awi zone. Throughout these interviews the researcher tried to allow participants time and scope to answer questions in ways that were meaningful to them. Yet, I also had specific issues to address and so the interviews followed a semi-structured format. The questions addressed in all interviews were therefore quite similar on a general level, although how each musician interpreted the questions and the depth of their answers varied. This format then allowed me to compare participants ‘perspectives on different issues. 
Interviews were done in a wide variety of locations, depending on participants ‘preference, including my home, participants ‘homes or work places, churches, etc.  Interviews ranged from forty-five minutes to two and a half hours of recorded discussion. 

The researcher conducted in-depth interviews with individuals from different social categories:  sex, ages, work, and religious groups.  Out of the thirteen informants, three were above eighty years of age, eight were between fifty and eighty and two below fifty years of age. I applied purposive sampling to the interview group, because my aim was to choose participants who were likely to share information that would illuminate the topic. 
ii. Participant observation 
The observation method involved obtaining data by direct observation, looking from "the outside in and describing the situation" as I saw it.  During my observations of Agew-Awi musical performances, there were times when I participated in the events as a participant observer. I spent the first month of my fieldwork exclusively on participant observation.  I attended the musical performance during an important public holiday held on the Agew-Awi people.
During my observations of Agew-Awi musical performances, there were times when I participated in the events as a participant observer. I had the chance to observe and participate in some of the musical activities in the commune during the time of my fieldwork.  Through my participation I learnt a few songs, and one of their tirumba playing style.  In addition, it provided insight into and experience of the learning processes involved in playing traditional music.
The songs I collected during fieldwork in Agew-Awi communities were recorded on tapes. Besides collecting songs performed both in natural and artificial contexts, I also obtained Agew-Awi songs and other relevant information for the study from individuals. I observed that makers of Agew-Awi songs mostly tend to perform their songs for the appropriate social contexts. But many of those who learned songs orally from the makers sing them on occasions other than those on which the songs are supposed to be sung.  I was given tape and video recordings of Agew-Awi songs by individuals which they recorded during their own different ceremonies. 
iii. Focus Group Discussion 

According to Patton (1987), the focus group discussion (FGD) is an effective data collection tool for qualitative research. Focus groups enable participants to focus on central issues and to generate multiple views.
In order to triangulate the information collected through participant observation and in-depth interview and to supplement more information for my study, two focus group discussions were carried out.
In a focus group discussion, small groups of people gather to discuss an issue with the help of an interviewer, whose questions introduce topics and provide the direction, and possibly the tone, of the conversation. Participants were invited to participate in two focus group discussions, each with six members. The participants were drawn from different age, sex, religious and occupational groups. Through focus group discussion information on the musical culture and the changes the musical culture is currently facing was gathered.

The second phase of focus group consisted of 12 performers (vocalists and instrumentalists) and instrument makers who are at different age and sex groups. The researcher encouraged the participants to provide more information about their practice mainly via the echo probing method.
 I analyzed their answers and made descriptive and interpretive notes later, to identify how they grounded or justified their interpretations. I gathered written and audio records of all the observations and experiences of the FGDs.
iv. Document Analysis 

This study uses various published and unpublished documents and statistical data were collected from governmental and non-governmental organizations found in the study area and used to support the analysis of this study. Archival materials cover many media, from recordings to filed notes of other researchers, news paper articles, correspondents, artifacts, photographs, and various kinds of documentation for the recordings.

Document analysis beside the human, the writer also uses document analysis as an instrument. Ary, et.al. (2010) stated that document analysis is connected to the understanding of recorded materials which are interrelated with the study. Most of the time, I attended and observed musical activities of the people in groups as well as individually in all of these places. During my filed work I was able to recorded different songs on cassette and videotape.

3.4. Method of Data Analysis
When I got home from the field, I spent many hours listening and relisting to each recording to capture every detail in the responses as expected of any qualitative ethnographic research. Each of the audio recordings of interviews, observations, and FGDs were transcribed after the study. The data of research analysis was done by transcribing, translating the data both in texts and musical notes. 
Among the most important aspects of music analysis are determining what, precisely, are the structural points that characterize the style. The goal of translation to paper is to obtain an accurate picture of a song, which can then be analyzed to reveal structural and stylistic elements. Melodic (range, scale, cadences, form, dynamics, texture), rhythmic (meter, performing style), and harmonic characteristics were analyzed; musical instruments were also identified and categorized under. 
The purpose for collection, transcription and analysis of Agew-Awi folk songs was to enable identification of musical features in the folk music. Rhythmic, melodic and harmonic accuracy of the transcribed folk songs was ascertained by play backs using muscore music notation. 
In the transcription of the interviews, I stayed away from any representation of dialects. Therefore, in making the transcriptions, I tried as much as possible to follow the basic rule of transcribing all information on the tapes.
Some participants responded in Awigna, other participants mixed Awgni and Amharic, and others used only Amharic. I translated all data into English. Since I am bilingual, I used both Awgni and Amharic for the warm-up session to discuss, build good rapport, and make the participant feel comfortable. After obtaining the data description, classification, documentation, and analysis were taken both in the textual description and musical notation. Musical instruments were also identified and categorized under. 
CHAPTER FOUR: RESULT AND DISCUSSION
4.1. Introduction
 This chapter explicitly discusses the findings and discussions of the research questions on the overall processes within the musical structure and musical instrument in the musical culture among the Agew-Awi people in Awi zone.
 The methods of data collection employed in this study include: observation, participant observation, focus group discussion, and in-depth interviews with selected Agew-Awi people have taken place to the sampled population. In-depth interviews were carried out through careful selection of 26 key informants, who were found to be knowledgeable and skillful in playing instruments and singing folk songs. However additional interviews and conversations were held among some randomly selected informants whom I met on different occasions. 

Personal Participation and Observation was conducted at public gatherings, work places, as well as at the actual performance occasions at which folk songs are sung or improvised. As far as I could establish, this was the most appropriate methodology of which I have made extensive use. Photographs of selected informants, composers, singers, and the audience were also taken.

I carried out a four weeks period of fieldwork (divided into two phases) in the Awi zone to collect data for this study. The first round of fieldwork was conducted from January 16 to January 30, 2014. My field research, therefore, began one year after the outflow of corona epidemic throughout the country. Due to this situation, I had a number of encounters and faced several problems. By the time I was doing fieldwork (January 16-January 30/2013) and even now, ethnic conflict is a major problem that concerns every body’s attention.

Furthermore, I found these written documents to be valuable sources that allowed me to raise questions, generate different ideas, and approaches while conducting fieldwork in Agew-Awi.
 I completed the second and most important part of my fieldwork from April 20, 2020 to the end of April 2020. This time, I was fortunate to meet Desalegn Mekuriyaw, a person who became my field assistant. Desalegn was extremely helpful in arranging interviews with peasants as well as accompanying me at various performance places such as annual religious holidays, voluntary association ceremonies, weddings, and public gatherings.
4.2 Music of Agew-Awi 
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Figure. 2 Folk song performance
Source : Samuel Admasu
Music is by far the most vital and the most demonstrative expression in the life of the Agew-Awi. From morning till night, from the cradle to the grave, everything is done to the rhythm of his music. From my observation in Awi zone in different woredas, I found that there extremely varied music, both vocal and instrumental. It is a living art form passed on by word of mouth from one generation to the next. It is a means of preserving for posterity the traditions, ambitions and lore of the tribe. Music performs a vitally important role in maintaining the unity of the social group.
 Singing the same songs in the same way at the same time binds the individuals together, and a strong group feeling is established. The ceremonial music functions most vitally in this respect. Whether religious or secular, improvised or traditional, the songs have a powerful influence on the social group and bring about a feeling of harmony. 

Music in Agew-Awi is for the whole community and everyone from the youngest to the oldest participates. It is so interwoven with the work, play, and the social and religious activities of the natives, it is difficult to isolate it and study it apart from its role in the life of the people. It is any sounds produced by playing indigenous Agew-Awi instruments like the wooden drum kiriwe, and other brass and wind instruments like the tirumba, the bamboo Flute Shoreng, etc. Agew-Awi music also includes any sound produced by their mouths, hands, legs, etc. The most important thing about any type of Agew-Awi music is that it has beauty of melody and energetic rhythm to communicate some emotion.
4.2.1. Folk songs of Agew-Awi People
Agew-Awi people have rich folk songs, which includes both religious and secular songs. Folk songs are associated with activities such as work, games, dances, wars or religious ceremonies. Every occasion and every activity has its song or group of songs. There are songs for wedding, funeral, work, ceremonial, war songs, always they express their emotions in an appealing form of music. Agew-Awi folk songs are in most cases in solo/chorus form. There is a soloist leading the group of singers who imitate the soloist or repeat a certain phrase depending on the type of song being performed. Some soloists perform spontaneously without prior practice improvising texts as they sing provided the texts agree with the occasion and theme of the performance. In some other cases there would be rehearsals before the actual performance. 

Agew-Awi folk music exists also in the form of solo performances either as a song or recitative. Just like in the group type of performance, a performer rehearses first or spontaneously stages a show without prior practice, which requires a lot of expertise to perform before practicing. In the recitative, it has been correctly shown that one song can have several themes. A person can tell several stories one after the other or one long story with different themes, interrupting the story with digressions. 

Agew-Awi folk music utilizes five tones in a given scale. A general comment on Agew-Awi folk tunes is that, tones are usually used within some existing principles, whereby singers can split consciously or unconsciously in various voices. 
Traditionally there is no harmonized singing of Agew-Awi folk songs. There are only two established existing harmonic intervals occurring either through overlapping sentences or in syllables with two variations of sound. The overlapping phenomenon occurs between the last motifs of a phrase and the beginning of another, mostly between the solois and the chorus.
 Rhythmically, Agew-Awi music is based on simple rhythmic motifs. Some of the songs are accompanied by clapping which assists in determining the metre and regulating rhythm and also breaks down the complex rhythm into two or three units depending on the unit value and tempo. 
The folk songs of Agew-Awi are generally comprised of a very few phrases that are repeated over and over again. There are basically two structures of singers involved: There are songs that are sung by soloists, either accompanied or unaccompanied, and songs that are sung by a leader singing the song in its entirety and then immediately being repeated by a chorus.  This form of call-response music is interesting in the sense of the structure that it creates in the song. In most Agew-Awi folk songs, the structure is in the A-B-A form, namely verse, chorus, and verse. The use of the call-response technique sheds light on the importance of interaction amongst musicians in the orchestra. It is even more poignant that the "chorus" of the group is actually comprised of the drummers, the dancers, and the singers, indeed, everyone in the group.  

Along with the rhythm that is being created by the instruments, the singers usually clap or use some sort of idiophonic instrument to keep time as well. In Awi-zone, most songs consisted of one 6/8, 4/4 or 2/4 measure per phrase. The singers clap two set of three claps per phrase, but the claps do not correspond with the on and off beats necessarily. This clapping pattern is typical in most Ethiopian songs.
The music analysis and the transcription part were made by the researcher. The following are the various types of songs performed by the commune.  
1. Wedding song

Ensosilaye
This song is a wedding ceremony song performed by women and girls, performed in family house of the bride. The singers are praising the beauty of the bride. It is accompanied by the wooden drum (kiriwe), tirumba, and hand clapping and shoulder dances.
 One of the FGD participants stated that; ensosilaye first performed on the night before the day of the wedding ceremony. The music was performed at the bride’s parents’ home, which also served as the venue for the wedding ceremony. ensosilaye song will be performed on the eve of the wedding. This song is primarily concerned with themes concerning the beauty of the bride. As soon as the bridegroom has delivered jewelers and costumes to the bride, women related to the groom gather at the bride’s house at dawn and sing ensosilaye, aided by their friends and neighbors.

This performance is full of grace despite its simplicity. Girls clap their hands as they dance to their wedding songs. Girls in a circle sing the part while the group responds alternately with their lines. The entire group rhythmically clapping in time with the song. This song is an excellent example of call-and-response singing, in which the chorus responds to the soloist. This call and response form of singing is the norm in Awi zone, and is very common among all of Ethiopia.  In response, the lead singer calls out the first melody, which is followed by the chorus. The solo call can be followed by a unison monophonic response. This song has a distinct mode and is easy to listen to because it consists mostly of a short phrase or two repeated over and over; however, its rhythmic pattern and time are smooth and consistent.

This song has a single musical line, with no harmony. In this song, several performers sing or play in unison, the texture is described as monophonic. Their Kebero keep the entire group together by playing the guide beats with their loud Kebero, which can be heard above the high volume of vocal. In this song tirumba usually play music that is rhythmically emphatic rather than music built on long sustained notes. This song is played in a major pentatonic scale and has regular common time.
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Figure 3. Wedding ceremony   

                                                                 Source: Alemu Alene Kebede 2020
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Figure 4. Wedding song ensosilaye.                            Transcribed by Smuel Admasu
2. Funeral songs
Senti

As among the Agew-Awi, funeral songs form an important part of the conventionalized and dramatized out burst of grief, with which the Agew-Awi people face the supreme crisis of life is death. When a person is critically ill his or her elder family members are called to the deathbed to hear the dying person's last wishes. Soon after death has occurred the male relatives of the deceased begin to dig the grave while some of them, in tears, blow horns to announce the death to neighbors.
 Messages are sent out to other relatives, and soon a crowd is assembled at the homestead where death has occurred. The general atmosphere during the funeral is determined by the age of the dead person.
The main recurrent theme of the songs, which they sing at funeral occasions, is the theme of death. This includes descriptions of the dead and beliefs about death and the transience of life or human mortality. Other death-related themes which the singers sing about are the relationship between the living and the dead. Most Agew-Awi funeral songs express condolences to the bereaved, and allude to the sense of separation, abandonment, loss, loneliness and deprivation felt by individuals who are bereaved.
Both men and women following the death of parents, relatives, or friends typically perform Senti. The interplay of the songs is an expression of grief, sorrow, loneliness, and the natural phenomenon of death. It is an Agew-Awi mourning song. They express their social standing, societal bonds, and artistic abilities. 
One of the informants has stated about the performance of senti in a focus group discussion as follows: “Senti is a socio-cultural practice in which horsemen have actively participated in Awi Zone in general and in the highland areas in particular”. The horsemen place themselves at the center holding the country’s flag and undertake funeral chant and bragging, turn by turn, by remembering the deceased’s patriotic and other deeds.  Tirumba is largely used to give brightness to the funeral chant, which is composed by chant leaders based on the role, age, status and sex of the diseased. In other words, funeral chanting conveying different messages are organized for patriots, fathers, mothers, horsemen, prominent individuals, committed farmers, etc. 
3. Children’s Songs 

 Peshimba 
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Figure 5. children song
Source; Awi zone tourism office
This is a singing game which is very popular in most part of Awi zone. Boys and girls squat in a circle each holding hands. This song is sung by both boys and girls. The many repetitions of the same melody and rhythm in the cycle offer an opportunity for children to learn and become comfortable with it. An example of Agew-Awi children's play songs is the traditional Song known as embirshimba. The performers gather and make a semi-circle then they start singing as they regularly clap to keep the pulse right from the beginning. 
Most of the indigenous folk music is sung in the style of leader and chorus. During the singing of the second melody, a group of children drop in to the circle to dance while the rest sing. In this song the links between language and music is very strong. Vocal melodies have a close link with language. Melody and speech is the rhythmic flow of sung words, which closely follows the rhythmic flow of speech. The melody is influenced by the rise and fall of speech tones in tonal language.  These are exclusively performed by small children between the age of seven and fifteen while looking after their cattle or protecting their crops from wild beasts and harmful animals. While looking after their cattle, both boys and girls form groups and start singing and dancing to pass the day, once they have brought the animals to the grazing land. In Awi zone, I was able to record a variety of songs and games performed by children while looking after their cattle. The children’s songs and lullabies are usually based on very simple rhythmic motifs and in most cases in simple/ common time signature.  
This is a song for little girls and boys to sing. It is a clapping game, and the song is sung to  the rhythm of two girls clapping their hands and slapping each other's hands. In the score of the song I have indicated the rhythm of the clapping. This song seems to be specific to Awi zone, although there are variations of the song all over Ethiopia. Hand-clapping games are very common for little girls and boys in all parts of the country, and for that matter, all over the world. "Pishemba" is the name given to the games. Although this song is specifically for children. 
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         Figure 6.  Children game song called pirshimba
4. Lullaby song

Eshasha
Lullabies, which are songs sung for children but primarily are composed and sung or chanted by adults particularly by mothers, when they want to lull children to sleep. An example of Agew-Awi lullaby is the Song eshasha.
In this lullaby the singer who is trying to lull her daughter to sleep requests and motivates the daughter to smile as she gradually falls asleep. The singer pleases the daughter by calling her with various praise names. The singer also uses humor to lull the daughter to sleep by telling the daughter that there is something in her cover-let crying like a bird. 

5. Ceremonial Songs

The Agew-Awi people are host of rich festive cultures executed by intensive communal celebration. Let me outline here the case of agolagoli, meškal and asurite.
Agolagoli
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 [image: image8.jpg]



Figure 7. Youngsters perform agolagoli
Source; Awi zone touricm office
Agolagoli is one of the major annual festivals celebrated among the Agew-Awi in connection to Easter. The song is mishamisho, or song for the eastern ceremony. Agolagoli is one of the types of songs sung for the ceremony of the Easter ceremony. It is performed by both male and female. Looking forward to this celebration, young boys stand in a half circle holding(singing) sticks called “Zengoro’’.( a special celebration stick) When the music commences, participants beat the Zongoro following the rhythm of the song. As soon as they show up, the rhythm of sticks and songs fill the air. The stamping of feet and tirumba provide a percussive accompaniment. Teams of boys from various villages come together to perform this song. The player must visit every household in a village from the afternoon until midnight, as long as they can visit every household where every member of the celebration group is from. While visiting each household, they are given millet, salt, and peas as gifts.

Throughout this ceremonial song, a leader sings and the group response. The size of the performing group ranging from 20 – 40 sings agolagoli with vocals only. The song is built on the call-and-response structure. The first singer led the song with the melodic call, while other sings the response.

The rhythmic progression is simple pattern, due to the speed at which the piece seems to progress. The piece is non-canonic, and tends to be monophonic in nature. The scale resembles the minor pentatonic scale.
[image: image9.jpg]



Figure 8.Ceremonial song called agolagoli 
Eyohe 
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Figure 9.  Eyohe performances in annual Masekel celebration.

Source: Awi Zone Culture & Tourism office
Eyohe is one of the types of songs sung for the ceremony of Maskal. Men villagers lit up chibo, a bundle of sticks for the celebration's bonfire, and proceed to the place where damara is erected. They fire up the damari and the sing eyohe until the morning.  The damera is erected at the place of celebration on the eve, 26th of September. Eyohe is performed at a large gathering. The whole community, men, women and children are presenting, all participating. Eyohe is a song sung during Mesqal performed only by men accompanied by a clap, dance and traditional drum.
The researcher has also observed, this song is an excellent example of call-response singing in which a chorus answers a soloist. The dance movement provides variety.

The musical texture of the song is monophonic. The melody and drum accompaniment incites rhythmic movements of the head, which provides the main dance motion.
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Figure10.  Eyohe 
Asuriti
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Figure 11. Asurite performance
Asurite is a song sung during mesqal performed only by females accompanied by a clap and dance. A soloist has lead a group, the chorus will respond to which ever words the leader sings. The basic call and its response are varied rhythmically by using different words on the same melody.
As it is observed during field work, the majority of Agew-Awi singing is in unison, but it can be in octaves when women and children sing with men. In Agew-Awi music, there is no harmony and no simultaneous intervals other than the octave. This song is described as monophony because several performers sing in unison. Their kebero keep the entire ensemble together by playing the guide beats with their extremely loud kebero, which can be heard over the singers’ high volume.
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Figure 12. Asurite
Transcribed by Samuel Admasu
Ayimolo
On the day of annual religious celebration in each parish large number of horsemen gather themselves and escort the Arc of the Covenant from its church to its place of sprinkling the holy water, and the vice versa. They give brightness to this religious event by raising the flag of the country and by voicing the horsemen songs accompanied by trumpet. Some of the horsemen songs voiced in this celebration are songs locally titled as “Sengaw Abeba”, “Sengaw Aymolo” and “Yesengaw Get”. Alemu, 2020).
This song is an example of ceremonial song from Agew-Awi and its texture is monophony. Vocal and instrumental rhythms have close links with movement, as the majority of Agew-Awi rhythm usually arises from horse running physical movement patterns. It is sung in a major pentatonic scale and has a constant rhythmic pattern. 
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Figure 13. Gugis game in annual religious celebration.

Source: Awi Zone Culture & Tourism Department, 2017.
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Figure 14. Horse riding song
Transcribed by Samuel Admasu

6. War/Bravery Song

  Qärärto/ Fukera
They are exclusively performed by men and are often composed when peasants are adolescents and later during adulthood. In fact, elderly men are also renowned and skilled in performing war songs and heroic recitals recalling past experiences. Looking at the performances of Qärärto and Fukkära, both are usually performed together first Qärärto followed by Fukkära. The voice production in Fukera songs requires immense tension of the muscles of the throat. Shilela songs are sung in extremely high registers which give them a solemn and serious quality, further enhanced by their very slow tempo.
The performance of Qärärto and Fukkära a man who may be tempted on the spot to get into boast, walking rhythmically and with determination and bravura aided by either their favored stick, or any kind of traditional or modern weapon pretending that they are mighty, vigorous, and victorious fighters boasting so as to display their manhood. 
4.2.2. Musical Instruments of Agew-Awi people, in Awi zone
After undertaking deep investigation on the folk musical instruments of the study area through field observation, interview were undertaken to identify the musical instruments which are played in Awi zone.
The method of classification of Agew-Awi instruments have generally followed the Curt Sachs and Eric von Hornbostel (1933) approach which is based on the method of sound generation. They are: membranophones, chordaphone, idiophone and aerophones. 
Kiriwe 
The key instrument in Awi-Agew traditional music is the double headed drum made of wood and animal skin called kirewi. It is a double-headed instrument and produce a low, loud sound. They had skin covering both ends with animal skin to form a membrane. Kirewi are the main membranophone instrument in Agew-Awi people. 
Based on the focus group discussion findings, drums are the basic instrument for Agew-Awi music. Kiriwe form important background rhythms in Agew-Awi folk music.  The use of drums is widespread and central to elaborate traditional dances. The energetic dance is performed by paired male and female dancers, and accompanied by drums. 

The participants in FGD revealed that their attraction to folk music centered on the dances. With their extraordinary sense of rhythm, the Agew-Awi’s have developed the drum more fully than any other instrument. Drums are not only the driving force behind dances, but they also accompany forms of work where unison counts and rhythm can make arms and legs move faster or more easily. 

Drums serve many purposes among the Agew-Awi people. They announce important events such as births, deaths, public events, and dancers. Some drums produce sounds that can be heard up to seven miles away. These drums can communicate with people who are thousands of miles away. Kiriwe is played in a variety of positions, including standing on the ground or on the Player’s knees.
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Figure 15. Awi-Agew drums, closed on both sides with animal skin
          Source; Samuel Admasu
Tirumba
This is a traditional aerophone used by the Agew-Awi people. The breath of the players creates the sound. Men typically play this instrument. For various events such as weddings, festivals, and funerals, the instrument is played alone or in conjunction with kebero. A community of artisans creates tirumba. The bronze or silver horns were used to send news and messages, summon people to important meetings, and announce battles.

 The Agew-Awi prefers to send messages with these instruments in the morning because they assume everyone has returned home. Songs that are accompanied by these instruments are used to spread information.

The tirumba, aside from its musical qualities, is the chief means of communication. Celebration of marriage, funerals and other social occasions including festivities are accompanied by trumba. In some areas, they are especially important because they announce that someone has died. They are then played throughout the time of mourning and the funeral.
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Figure. 16. Tirumba

Source; Samuel Admasu
Shoreng
Washint is an end-blown flute originally used by most Ethiopian.  This is one of the most important instruments of Awi-Agew. Shoreng is a wood-wind musical instrument made of bamboo. It is a local version of the flute. Among the Agew-Awi people of the Awi zone, the bamboo flute played primarily by cattle herders. Notes from the pentatonic scale were chosen.
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Figure. 17 Shoreng
Source; Awi zone tourism office
In Agew-Awi, one of the occasions for music performance is kile, or cattle herding. Kile  is the sole responsibility of small children who are expected to spend the entire day with their animals, which include oxen, cows, calves, sheep, goats, and pack animals such as donkeys, horses, and mules. It is typically played by Ethiopian shepherds while herding cattle. A variety occurs in varied lengths and relative finger hole positioning. The bamboo flute usually has four to six holes.  The bamboo flute usually has four to six holes. Ethiopian youth learn to play this instrument at a very early age.It generally has four finger-holes, which allows the player to create a pentatonic scale.
 Masinko 
The masinko is a single-stringed instrument that is used in many parts of the country in Ethiopia. The masinko as it is a kind of fiddle made from the tail of horses and a piece of hide. It is relatively easy to make and is played by rubbing a bow made of a string against the fiddle. The masinqo is a well-known instrument throughout popularly central and northern Ethiopia, and you hear it frequently in Agew-Awi people music.  The single string is typically made of horse hair, and passes over a bridge. The instrument is tuned by means of a large tuning peg to fit the range of the singer's voice. 
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Figure.18 Masinko
Source; Awi zone tourism office

 Kirar  
A Krar is a five or six stringed instrument classified in the Lyre family. Kirar is a bowl-lyre with 5-6 strings is another well-known instrument in Ethiopia and some other nations. The krar is also a core member of the cultural band and is an instrument of many variations.  A krar is often played by musician-singers called azmari. It usually accompanies love songs and secular songs. Generall, it is played with the left hand, and it is tuned pentatonic.
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Figure 19.. Kirar
Source; Awi zone tourism office
CHAPTER FIVE: CONCLUSION AND RECOMMENDATION
 Chapter one includes an introduction of the study , statement of the problem, discussion of the objective, limitation of the study, Research Question, Scope of the Study, Significance of the Study, rationale of the study and scope of the study. 
The Literature of the study have also been discussed in Chapter two. The researcher point out that the study is based mainly on an insiders' perspective. The analytical approach and theoretical framework used for the study cut across disciplines, including folklore, anthropology and ethnomusicology pertinent literature has indicated for this scholarly study. 

 In Chapter three, I outlined and described aspects of Agew-Awi culture. The description of Agew-Awi culture began with a discussion of the historical origin of the Agew-Awi people the area in which they are predominantly found; their social organization; language; political institutions; customs and occupations.  I used various methods of data collection including field research methods which involved tape recorded interviews with selected informants.

I also obtained tape and video recordings from individuals, institutions and organizations.  All songs used in the study were sung in Agew-Awi. 

  The researcher applied the techniques of field observation, participant observation in recording Agew-Awi folksong performances on video and audio tapes. Video and audio tape recordings of Agew-Awi folksongs, which were previously recorded at various Agew-Awi folk music events, were collected from individuals and organizations. I took photographs of folk music performances and Agew-Awi musical instruments. Methods, which I used for transcribing, translating and documenting the song texts and the interviews texts, were described. 
Various scholarly definitions of folksongs have been reviewed. As well, definitions of musical instruments have been described. In Chapter Four, the various occasions for performing Agew-Awi songs have been described. It is revealed that Agew-Awi songs are performed on occasions such as festivals; naming, wedding and funeral ceremonies; work and children's games. 
The various technical devices employed by Agew-Awi folksingers to compose and perform songs have been discussed in Chapter Four. Various functions of Agew-Awi songs have been explored and discussed. 
This chapter contains a summary of the study, my concluding observations and suggestions for further research. In addition, this chapter discusses research findings guided by the research objectives of the study. Observations, interviews conducted by the researcher, and information from secondary sources yielded useful information that was contextualized in relation to the research questions and objectives.

Although this study enabled me to discover that the performance of Agew-Awi folksongs is still widespread. This study identified the following musical characteristics of the people:
· The instruments’ materials are typically derived from nature, such as wood, gourds, turtle shells, animal horns, or skin. Other materials, such as scrap metal from old cars or oil drums, could be recycled. Instruments are made for important people and groups by blacksmiths or artists trained in the craft. They decorate their instruments in such a way that they not only sound good but are also works of art.

· Another aspect of the Agew-Awi people’s musical culture is the close relationship between music and language. The use of pitch to represent spoken syllables and form a type of speech demonstrates the close relationship between music and words.

· Most Agew-Awi folk music performance is of an oral tradition, which is largely passed down to the next generation without written notation.

· Melodies are performed by instruments or vocals but are often improvised. Vocal music is mostly sung in unison or octaves by a chorus of singers or by a soloist accompanied by instruments.

· Music, dance, folklore, and religion are highly connected in Agew-Awi Music traditions. These elements are often performed in combination with one another.
· Agew-Awi music is extremely rhythmic. Music is organized using repetition and cyclic rhythms. To “hold the piece together,” a repeated rhythm pattern (Ostinato or timeline) is used as a foundation for improvisation.

· The basic form of Agew-Awi Vocal Music is known as call and response, in which one singer (soloist) or small group of singers sings a line and the entire group responds (often a fixed refrain) in alternation with the “lead singer”- similar to a “musical conversation.” The soloist frequently improvises. Agew-Awi singing can be accompanied by instruments or performed alone.

· A variety of instruments are used during the performance, but a special emphasis is placed on membranophone instruments.

· Agew-Awi folk music is mainly strophic in structure and makes use of pentatonic and monophonic textures. 

· Most members actively participate in their folk music.  One basic feature of folk music is its importance in daily life. In Agew-Awi culture, music often has specific uses or is associated with a particular activity. 
· The rhythmic pattern of Agew-Awi traditional music is mainly regular. Simple melodies tend to be accompanied by a single, unchanging meter, often a simple type such as 4/4, 3/4, or 6/8.

· The composition of folk music tend to be short, simple, and often very concise and concentrated. Length, is usually achieved by verbatim repetition. Many compositions are strophic; that is, they are fairly short but are intended to be repeated a number of times, often different words are sung with each repetition of the music.

· Most Agew-Awi melodies are based on a “limited number of pitches” – basically five note scale (pentatonic). 

· Most folk music is monophonic (strictly melodic), without accompaniment or part-singing, and with only one pitch audible at a time. Unison and parallel octave harmony is also common.
· Singing is dominant in Agew-Awi societies, and the preferred vocal quality is frequently a distinguishing feature of their folk music. Singing styles with varying degrees of vocal tension, ornamentation, and vibrato are preferred.

· The musical composition is organized by strong unifying elements, which help to clarify its structure and aid in memorization. Unity is usually defined by a single main element, such as an isorhythmic pattern, which is a rhythmic formula repeated several times with a different melody each time.

Based on the findings and discussions presented above, it is possible to conclude that the Agew-Awi people have a rich musical culture that dates back to ancient times.

The primary goal of this study was to assess the musical culture of the Agew-Awi people in general with the goal of explaining and describing Agew-Awi folk music and musical instruments. The findings indicated that there is a vast music culture that has not been thoroughly studied. This study found that Agew-Awi folk music reflects the customs, ideals, and outlooks through which the Agew-Awi have traditionally identified themselves and sought reassurance in the face of cultural and other challenges.
As time goes on, in the existing reality different from the previous periods, these processes within practice has been confronting some modifications, transformations, and changes with a too few sustained and continued aspects, even though the changing rates of these aspects are not uniform and equal. Nevertheless, all these modifications and changes are not totally favorable to the practitioners. Due to this, the researcher argues here that the musical culture is found at a risky level, and it must be well documented, recorded, and preserved by the concerned bodies in order to sustain all its contributions to strengthening the social relationship of the commune.
Thus, for this study, some of the personalities and stakeholders with a direct or indirect relationship with the practice should be concerned about preserving such a rich musical culture. As a result, the researcher recommend that such eventful cultural practice be promoted and documented by the relevant bodies in the form of books, dramas, movies, and documentary films  (Awi Zone, Amhara National Regional State Culture and Tourism Offices, and Federal Ministry of Culture and Tourism Office) in order to preserve the practice. They also have to create awareness among the local people to preserve the own musical culture. 
The researcher hopes that this study will help readers gain a better understanding of and respect for Agew-Awi culture more than anything else. When you realize the level of skill and sophistication of the people, you can’t help but feel respect rather than condescension. Much work remains to be done in terms of Agew-Awi musical culture. I hope that this study will encourage future scholars to delve deeper into the rich Agew-Awi cultural heritage.

Reference
Adom, D., Hussain, E. K., & Joe, A. A. (2001). THEORETICAL AND CONCEPTUAL FRAMEWORK : MANDATORY INGREDIENTS THEORETICAL AND CONCEPTUAL FRAMEWORK : MANDATORY INGREDIENTS Engineering Dickson Adom * Emad Kamil Hussein. International Journal of Scientific Research, 7(1), 93–98. https://www.researchgate.net/publication/322204158%0ATHEORETICAL
Agawu, K.  (2003). Representing African Music: Postcolonial Notes, Queries, Positions. New York: Routledge.     
Agawu, K. (1992). Representing Africa. Critical Inquiry, 18(2), 245-266     
Agordoh, A. A. (2005). African Music: Traditional and Contemporary. New York: Nova Science Publishers, Inc.    
Aiello, R., & Sloboda, J. A. (1994). Musical perception. New York: Oxford University Press. 
Amsalu, D. (2019). An Ethnographic Introduction to the Kumpal Agaw Institute of Ethiopian Studies An Ethnographic Introduction to the Kumpal Agaw Author ( s ): Desalegn Amsalu Published by : Institute of Ethiopian Studies Stable URL : https://www.jstor.org/stable/44786167. May.    
Angrosino, M. (2007).  Doing ethnographic and observational research.  Thousand Oaks, 

           CA: Sage.     
Apel, Willi and Ralph T. Daniel (1960). The Harvard Brief Dictionary of Music. Cambridge: Harvard University Press.   
Aragie, T. (2018). 20th International Conference of Ethiopian Studies (ICES20) "Regional and Global Ethiopia- Interconnections and Identities. Abstracts of the 20th International Conference of Ethiopian Studies (ICES20) “Regional and Global Ethiopia – Interconnections and Identities,” 353.    
Barton, G. (2003). THE INFLUENCE OF CULTURE ON INSTRUMENTAL MUSIC TEACHING : A Participant-Observation Case Study of Karnatic and Queensland Instrumental Music Teachers in Context. December, 1–12.  
Books, S., & Publishers, C. M. (1964). Bruno Nettl Theory and method in ethnomusicology For Becky. 6, 1–173.  
Branrlel, Rose (1962).The Music of Central Africa; an Ethnomusicological Study. The Hague: M. Nijhoff.  
Bronson, Bertrand H. (1949)."Mechanical help in the study of folk song," Journal of American Folklore 62:81 – 90.  
Brown, Howard Mayer. 2001. "Instrument". Grove Music Online. Accessed December 25, 2018.   
Chernoff, J. M. (1979). African rhythm and African sensibility, aesthetics, and social action In African musician idioms. Chicago and London: The University of Chicago Press. 
Christensen, Dieter (1957). Die Musik der Kate und Sialum. Berlin: author.  
Clauson, R., & Merriam, A. P. (1967). The Anthropology of Music. In Journal of the International Folk Music Council (Vol. 19). https://doi.org/10.2307/942218   
CSA (1994).  The 1994 Population and Housing Census conducted by the Central Statistical Agency (CSA) of Ethiopia.   
 (2007). The 2007 Ethiopian Census 2007 Population and Housing Census conducted by the Central Statistical Agency (CSA) of Ethiopia.   
Curt, S. (1962). The Wellsprings of Music. Edited by Kunst, Japp. Hague: Martinus Mijhoff.  
Davies, S. C. (1994). Musical meaning and expression. Ithaca & London: Cornell University Press.   
Documents, B., & Strategy, C. (2007). Survey of Culture and Media Ethiopia. February 2003. 
   Eriksson, P., & Kovalainen, A. (2011). Ethnographic Research. Qualitative Methods in Business Research, 138–153. https://doi.org/10.4135/9780857028044.d77    
Ezra, Abate. (2009). Ethiopian Kiñit (Scales) – Analysis of the formation and structure of the Ethiopian scale system, Proceedings of the 16th International Conference of Ethiopian Studies: 1213-1224.   
Fetterman, D. M. (1998). Ethnography: Step by step (2nd ed.). Thousand Oaks, CA: Sage. 

Flanders, Helen H. (1960).Ancient Ballads Traditionally Sung in New England, vol. 1. Philadelphia: University of Pennsylvania Press.   
Forcucci, S. L. (1984). A folk song history of America: America through its songs. Englewood Cliffs, NY: Prentice-Hall Inc.  
Farnsworth, Paul R. 1969. The Social Psychology of Music, 2d. ed. Ames, Iowa:Iowa State University Press.  
Hendren, Joseph W. (1936). A Study of Ballad Rhythm. Princeton:Princeton University Press.
Hindemith, Paul (1945).The Craft of Musical Composition, book 1. London: Schott.

Hood, Mantle (1957). "Training and research methods in ethnomusicology," Ethnomusicology Newsletter 11:2-8.

Hood, Mantle (1954). The Nuclear Theme as a Determinant of Patet in Javane8e Music. Groningen: J. B. Wo]ters

Hornbostel, E. M. von. 1975. Hornbostel Opera Omnia, Klaus Wachsmann, et al., eds. and trans. (The Hague: Martinus Nijhoff), pp. 249-70 

Hornbostel, E. M. von, & Sachs C. (1914). “Systematik der Musik instrumente: Ein Versuch”. Zeitschrift für Ethnologie: Organ der Berliner Gesellschaft für Anthropologie, Ethnologie und Urgeschichte 46: 553-90. 

International Conference of Ethiopian Studies, IV (Trondheim: Norges teknisk- naturvitenskapelige universitet, 1199-1211. 
Johnson, B. N. (2016). Performance Style and Culture Research Guide. 2008.
JOHNSON, HENRY MABLEY 1993. The Symbolism of the Koto: An Ethnomusicology of the Form and Function of a Traditional Japanese Musical Instrument, University of Oxford: D.PhiL thesis.

Johnson, B. N. (2016). Performance Style and Culture Research Guide. 2008.
Johnson, H. M. (1995). an Ethnomusicology of Musical Instruments: Form, Function, and Meaning. Jaso, 26, 257–269.
J. Kenneth Moore (1992) On concepts and classifications of musical instruments, Musicology Australia, 15:1, 108-109, 
 Kartomi M.J. (1990). On Concepts and Classifications of Musical Instruments. Chicago: University of Chicago Press. 
Kay Kaufman Shelemay The Musical Quarterly, Vol. 80, No. 1. (Spring, 1996), pp. 13-30.
 Kimberlin, C.T. (1980). The Music of Ethiopia, in E. May, Music of Many Cultures: An Introduction, University of California Press, Berkeley, p. 232-252. 
  Kebede, A. A. (2020). Horse culture & tourism development: Towards initiating horse tourism in Awi Zone, Northwestern Ethiopia. Cogent Social Sciences, 6(1). https://doi.org/10.1080/23311886.2020.1735116

Kokkidou, M. (2022). Music Definition and Music Education: many perspectives, many voices, many questions (Issue January).
Kolinski, M. (1973). A cross-cultural approach to metro-rhythmic patterns. Ethnomusicology, 494-506. 

Kolinski, Mieczyslaw (1957). "Ethnomusicology, its problems and methods," Ethnomusicology Newsletter 10:1-7.

Kolinski, Mieczyslaw (1959)."The evaluation of tempo," Ethnomusicology 3:45 – 56.

(1962)."Consonance and dissonance," Ethnomusicology 6:66 – 75.

Kunst, Jaap (1959). Ethnomusicology, 3rd edition. The Hague: M. Nijhoff. Suggested reading, pp. 1-66.

Kunst, J. (1950). Musicologica: A study of the nature of ethno-musicology, its problems, methods and representative personalities. Amsterdam: Konink;ijke Vereening Indisch Institut – Mededelling 90. 

Lomax, Alan (1959)."Folksong style," American Anthropologist 61: 927 – 954.

Lundberg, D. (2010). Music as identity marker: individual vs . collective. Oi.Acidi.Gov.Pt, 7, 29–43. http://www.oi.acidi.gov.pt/docs/Revista_7EN/Migracoes7INGp29p43.pdf


Mapaya, M. G. (2014). The study of indigenous african music and lessons from ordinary language philosophy. Mediterranean Journal of Social Sciences, 5(20), 2007–2014. https://doi.org/10.5901/mjss.2014.v5n20p2007
MERRIAM, ALAN P. 1964. The Anthropology of Music, Evanston, Illinois: Northwestern University Press
Merriam, Alan P. (1955). "The use of music in the study of a problem in acculturation," American Anthropology 8-34.

Merriam, Alan P., and Linton C. Freeman (1956). "Statistical classification in anthropology. American Anthropologist 58:464-72.

Merriam, A. P. (1958). African music in continuity and change in African cultures. Evanston: W.R. Bascorn and Heskovits 

Merriam, A. P. (1960). Ethnomusicology: discussion and definition of the field. Ethnomusicology 4:107-14 

Mills, I. (1967). the Heart of the Fo Lk Song. 3.
MOHAJAN, H. K. (2018). Qualitative Research Methodology in Social Sciences and Related Subjects. Journal of Economic Development, Environment and People, 7(1), 23. https://doi.org/10.26458/jedep.v7i1.571

Montagu, J. (2009). It’s time to look at Hornbostel-Sachs again. Muzyka I, 7–27.

Munyaradzi, G., & Zimidzi, W. (2012). Comparison of Western Music and African Music. Creative Education, 03(02), 193–195. https://doi.org/10.4236/ce.2012.32030

Nega, D., Kindu, A., & Kumar, B. (2021). Investigating the role of indigenous cultural musical instruments for rural tourism development. Innovations, 66(November), 1113–1130.

new source Tagg-Music_Meaning.pdf. (n.d.).

Nettl, B. (1956). Music in Primitive Culture. Cambridge: Harvard University Press. 

Neuman, W. L. (2003). Social research methods: Qualitative and quantitative approaches (5th ed.) Boston: Allyn and Bacon.

Nketia, J. H. (1974). The music of Africa, New York: W. W. Norton and Company, Inc.

Nnamani, N. S. (2014). The Role of Folk Music in Traditional African Society: The Igbo Experience. Journal of Modern Education Review, 4(4), 304–310. https://doi.org/10.15341/jmer(2155-7993)/04.04.2014/008

Nzewi, M., & Nzewi, O. C. N.-L. S. F.-R. for delivery to any Y. L. M. A. N. 2007 (LC). (2007). A contemporary study of musical arts : informed by African indigenous knowledge systems. In Ciimda series.

Pati, R. N., Yousuf, S. B., & Kiros, A. (2015). Cultural Rights of Traditional Musicians in Ethiopia: Threats and Challenges of Globalisation of Music Culture. International Journal of Social Sciences and Management, 2(4), 315–326. https://doi.org/10.3126/ijssm.v2i4.13620
Peacock, Kenneth (1954)."Nine songs from N ewfoundland"m Journal of Amerjcan Folklore 67: 123 – 136.

(1953)."Preface to the description of a music," Proceedings of the Fifth Congress of the lntemational Musicological Society. The Hague: Trio.

Powne, Michael. 1968. Ethiopian Music: A survey of ecclesiastical and secular Ethiopian music and instruments. London: Oxford University Press.
Rice, T. (n.d.). Thimoty Rice.

Roestorf, A. (2008). City Research Online City , University of London Institutional Repository. City Research Online, 37(9), 1591–1601.
Roper, J. M., & Shapira, J. (2000). Ethnography in nursing research. Thousand Oaks, CA: Sage. 

Roberts, Helen H. and Morris Swadesh (1955).Songs of the Nootka Indian's of Western Vancouver lsland. Philadelphia: Transactions of the American Philosophical Society, new series, vol. 45, part 3.

Sachs, Curt (1953). Rhythm and Tempo. New York: Norton.

Schinhan, Jan Philip (1957).The Music of the Ballads. Durham, N. C.: Duke University Press. (The Frank C. Brown Collection of North Carolina Folklore, vol. 4).

Schule, K. (1964). ALAN P . MERRIAM Chapter I - The study of ethnomusicology.

Seeger, Charles (1951)."Systematic musicology; viewpoints, orientations and methods," Journal of the Amercan Musicological Society 4:240 – 248.

Seeger, C. (1969). On the formational apparatus of the music compositional process. Ethnomusicology, 230-247.

Sharp, Cecil J. (1932). English Folk Songs from the Southern Appalachians. London: Oxford University Press. Reprinted, Oxford University Press, 1952.

Shelemay, K. K. (1996). Crossing boundaries in music and musical scholarship: A perspective from ethnomusicology. Musical Quarterly, 80(1), 13–30. 

Shelemey, K.K. (2006). Soundscapes: Exploring Music in a Changing World. W.W. Norton  

Shelemay, K.K., P. Jeffery, and I. Monson. (1993). Oral and written transmission in Ethiopian Christian chant. EarlyMusic History 12: 55-117 

Shelemay, K.K. & P. Jeffery. (1997). Ethiopian Christian Liturgical Chant: An Anthology, 3 volumes. A-T Editions, Inc., Madison, Wisconsin.

Simeneh Betreyohannes. (2010). ‘Scholarship on Ethiopian Music: Past, Present and Future Prospects’, African Study Monographs, 41 (2010), 19-34. 

Singleton, R. A., & Straits, B. C. (2005). Approaches to social research 4th ed.). New York: Oxford University Press. 

Sperber, D. (1977). Rethinking Symbolism. Trans. Alice L. Morton.New York: University of Cambridge. 

Stokes, M. (1994). Ethnicity, Identity and Music: The Musical Construction of Place. Oxford, Berg. 
Tacchini, E., & Damiani, E. (2011). What is a “musical world”? January 2008, 57. https://doi.org/10.1145/2072529.2072544

Taddesse Tamrat, 1972. Church and State in Ethiopia 1270-1527. Oxford: The Clarendon Press.

Timkihit Teferra. (2011). “The Six-Stringed Bowl Lyre Krar of Ethiopia and its Function as a Melody Instrument”, Studia Instrumentorum Musicae Popularis II (New Series): 269286. 

Titon, J. Todd (2009). Worlds of Music: An Introduction to the Music of the world’s. Library of Congress. Schirmer Cengage Learning. USA.  
Wang, H., Greiner, M., Gupta, N. K., & Sandford, J. M. (2008). U Nderstanding M Usic S Haring B Ehavior in C Hina : (Vol. 6, Issue 1).

White, M. (2009). A philosophy of culture: The scope of holistic pragmatism. In A Philosophy of Culture: The Scope of Holistic Pragmatism.

Widdess, R. (2012). Music, Meaning and Culture. Empirical Musicology Review, 7(1–2), 88–94. https://doi.org/10.18061/1811/52985

Wilson, M. (2010). the Anthropology. In Review Literature And Arts Of The Americas (Vol. 31, Issue 2002).

Internet Sources
አገወኛ ባህላዊ ጭፈራ (በአራሹ የባህል ቡድን) Via:Awi communication | By Guagusa Shikudad CommunicationFacebook. (n.d.). Retrieved April 20, 2024, from www.facebook.com website: https://www.facebook.com/guashcommn/videos/359213099698396/?app=fbl
82ኛው የአገው ፈረሰኞች ማህበር ላይ የተገኙ 59ሺ በላይ ፈረሶች በእንጂባራ አዊ ዞን።. (n.d.). Retrieved April 19, 2024, from www.youtube.com website: https://youtu.be/G1EIhbtou2k?si=d9QRNfo9mpULBtQv
Facebook. (n.d.-a). Retrieved April 20, 2024, from www.facebook.com website: https://www.facebook.com/photo.php?fbid=787929170046092&set=a.305084438330570&type=3&mibextid=YIjw0uDPbU8WYW2J
Study districts: Banja Shekudad (A) and Ankesha Guagusa | Download ... (n.d.). Retrieved April 21, 2024, from www.google.com website: https://images.app.goo.gl/YCC8Rp8Ngkbyqxaq9 (n.d.).

Kebede, A. A. (2020). Horse culture & tourism development: Towards initiating horse tourism in Awi Zone, Northwestern Ethiopia. Cogent Social Sciences, 6(1). https://doi.org/10.1080/23311886.2020.1735116
Sinshaw, Girmaw Ashebir. “The Analysis of Ethiopian Traditional Music Instrument through Indigenous Knowledge (Kirar, Masinko, Begena, Kebero and Washint/Flute).” International Journal of Scientific Research and Management, vol. 8, no. 01, 2 Jan. 2020, pp. 591–596, https://doi.org/10.18535/ijsrm/v8i01.sh02. Accessed 11 Feb. 2021.

APPENDICES/አባሪ
Appendix 1: Field Research Interview Questions
1፡ የመስክ ምርምር ቃለ መጠይቅ ጥያቄዎች
Introduction / መግቢያ
ስሜ ሳሙኤል አድማሱ እባላለሁ ከአዲስ አበባ ዩኒቨርሲቲ የሙዚቃ ትምህርት ክፍል። በአዊ ዞን በአገው-አዊ የሙዚቃ ባህል ላይ ጥናት እያደረግሁ ነው። በአዊ ዞን ላሉ ሰዎች ቃለ መጠይቅ በማድረግ አስፈላጊውን መረጃ ለመሰብሰብ አስባለሁ። ለዚህ ጥናት አስፈላጊውን መረጃ ለማቅረብ ለቃለ መጠይቅ ተመርጠዋል።
 የተሰበሰበው መረጃ ለምርምር ዓላማ ብቻ የሚውል እና ሚስጥራዊ ይሆናል። ከአንድ ሰአት በታች ለሚፈጅ ቃለ መጠይቅ የተወሰነ ጊዜ እንድትሰጡ በትህትና እጠይቃለሁ። 
1.  Interview questions for instrumentalists /ለሙዚቃ መሳሪያ ባለሞያዎች የቃለ መጠይቅ ጥያቄዎች
	Name/ስም: 

Sex/ፆታ: 

Age/ እድሜ:  

        Kind of instrument/የመሳርያው አይነት
1. What instrument do you play? 

የትኛውን የሙዚቃ መሳርያ ይጫወታሉ?
2. How did you learn to play this kind of music? 

እንደዚህ አይነት ሙዚቃ መጫወት እንዴት ተማርክ?

3. At what age did you start playing of musical instruments

የሙዚቃ መሳሪያዎችን መጫወት የጀመርከው በስንት ዓመትህl  ነው።
4. Who makes the musical instruments used in the performance

ጥቅም ላይ የሚውሉትን የሙዚቃ መሳሪያዎች ማን ያዘጋጃል?
5. Are there others in this locale who play the same kind of music? What are their names and types of musical instruments they play? 

6.  በዚህ አካባቢ ተመሳሳይ የሙዚቃ መሳሪያዎች የሚጫወቱ ሌሎች አሉ? የሚጫወቱት የሙዚቃ መሳሪያዎች ስማቸው እና ዓይነቶች ምንድ ናቸው?

7. Do you sing when you play instruments? If so what kind of song? 

መሳርያውን ሲጫወቱ ይዘፍናሉ? ምን አይነት ዘፈን? 

8. When did you start playing of musical instruments? 

የሙዚቃ መሳሪያዎችን መጫወት የጀመርት መቼ ነው?
9. When and where do you usually play music? 

 ብዙውን ጊዜ ሙዚቃ የሚጫወቱት መቼ እና የት ነው?
10. What makes a performance/song good? How do you judge a performance/song? አፈጻጸም/ዘፈን ጥሩ የሚያደርገው ምንድን ነው? አፈጻጸም/ዘፈን እንዴት ትፈርዳለህ?

11. Did you enjoy your profession as a instrumentalist. 

በመሳሪያ ባለሙያነት ሙያዎ ተደስተዋል
12.  How do you think the ways to promote and transmit of Agew-Awi folk songs in the future?  
የአገው-አዊ ባህላዊ ዘፈኖችን የማስተዋወቅ እና የማስተላለፊያ መንገዶችን እንዴት ያስባሉ?

13. What is your favorite song or tune to play? 

ለመጫወት የምትወደው ዘፈን ወይም ዜማ ምንድን ነው?

14. In your opinion, what are the tunes of Agew-Awi folk songs

በእርስዎ አስተያየት የአገው-አዊ የህዝብ ዘፈኖች ዜማዎች ምንድናቸው?

15. What the suggestions do you have on the protection and transmission of Agew-Awi  folk songs? 

 የአገው-አዊ ባሕላዊ ዘፈኖች ጥበቃ እና ስርጭት ላይ ምን አስተያየቶች አሉዎት?

16. Do you have any suggestions about the Agew-Awi instrument?

 ስለ አገው-አዊ መሳሪያ አስተያየት አለህ?

17. What is the current status of Agew-Awi folk songs?

 የአገው-አዊ የባህል ዘፈኖች አሁን በምን ደረጃ ላይ ይገኛሉ?
18. Do you play alone or with others? 

ብቻህን ትጫወታለህ ወይስ ከሌሎች ጋር?

19. When did you start to learn? (How old were you?) 

 መማር የጀመርከው መቼ ነው? (ዕድሜዎ ስንት ነበር?)
20. How does the instrument produce sound? 

መሳርያው እንዴት ነው ድምፅ የሚያወጣው? 

21. How long will it take to learn the instrument? 

መሳርያውን ለመልመድ ምን ያህል ግዜ ይወስዳል? 

22. What makes you feel like playing? At what times? 

መሳርያውን ለመጫወት የሚያነሳሳዎት ምንድን ነው? መቼ? 

23. Is there any time when you are not supposed to play?  

መሳርያውን መጫወት የሌለቦት የተለየ ወቅት አለ?  

24. Are there any instruments that make you feel happy/ angry when you play? 

ሲጫወቱት በተለየ ሁኔታ የሚያስደስቶት/የሚያስከፋዎት የማህበረሰቡ ሙዚቃ መሳርያ አለ?

25. Did you ever make up an instrument? 

የማህበረሰቡን የሙዚቃ መሳርያ የሰሩት አለ?

26. What do you value most about what you do? Why? 
ስለምትሠራው ነገር የበለጠ ዋጋ ትሰጣለህ? ለምን፧
27. What do you think is the future of this tradition? What are its challenges and opportunities? Are others learning and practicing the tradition? 
የዚህ የሙዚቃ መሳርያ  የወደፊት ዕጣ ምን ይመስልሃል? ተግዳሮቶቹ እና እድሎቹ ምንድናቸው? ሌሎች ባህሉን እየተማሩ እና እየተለማመዱ ነው?
28.  How long have you been actively playing this kind of music? 

 እንደዚህ አይነት ሙዚቃ ምን ያህል ጊዜ በንቃት እየተጫወትክ ነው?

29. What are your suggestions for the preservation and transmission of Agew-Awi folk songs? የአገው-አዊ ባሕላዊ ዘፈኖችን ለመጠበቅ እና ለማስተላለፍ ምን አስተያየቶች አሉዎት?
30. What are the musical instruments of Agew-Awi? 

የአገው-አዊ የሙዚቃ መሳሪያዎች ምንድን ናቸው?

31. Does the culture have a classification of them?

ማህበረሰቡ እነዚህን መሳርያ የሚከፋፍልበት መንገድ ወይም ዘዴ አለ?

32. Where do you get your materials/supplies/ingredients? How are they prepared? የሙዚቃ መሳሪያውን ለመስሪያነት የምንጠቀምባቸው ጥሬ እቃዎች /ቁሶች ከየትስ ይገኛሉ እንዴትስ ይዘጋጃል?
33.  What are the key characteristics of the tradition? What is its history ?
የባህሉ ዋና ዋና ባህሪያት ምንድን ናቸው? ታሪኩ ምንድን ነው?
34. What techniques and methods? መሳሪያውን ለመጫወት ምን አይነት የአጨዋወት የልምምድ ስልት እና ዘዴ እንጠቀማለን?
35. How do you judge excellence within the tradition? What standards and criteria are used to evaluate the way the tradition is performed? 
የአንድ መሳሪያ የአጨዋወት ብቃት በምን ይመዘናል የመመዘኛ መስፈርቶችስ ምን ምን ናቸው ?
36. In what context is the skill/tradition performed? For whom? When?
 መሳሪያውን መቼ ትጫወቱታላችሁ እና ለማን ነው የምታቀርቡት?


	

	 2. In-depth interview for vocalist ጥልቅ ቃለ ምልልስ ለድምፃዊ
Name/ስም: 

Sex/ፆታ: 

Age/እድሜ:  

1. Do you like to sing? Why?  

መዝፍን ትወዳለህ/ትወጃለሽ? ለምን? 

2. Do you play any instrument when you sing? If so what kind of instrument? 

ስትዘፍን/ኚ የሙዚቃ መሳርያ ትጫወታለህ/ትጫወቻለሽ ወይ? ምን አይነት የሙዚቃ መሳርያ? 

3. What kind of music do you perform? 

ምን ዓይነት ሙዚቃ  ትጫወታለህ/ትጫወቻለሽ  ?

4. tell me the topics which you sing about. 

የምትዘፍኑባቸውን ርዕሶች ንገሩኝ
5. Do you perform music at an occasion only when you are invited to perform ordo you go and perform at some occasions uninvited? 

ሙዚቃ የምትጫወተው ሙዚቃ እንድትጫወት በተጋበዝክበት ወቅት ብቻ ነው ወይስ ሄደህ አንዳንድ ጊዜ ሳይጠራህ ታቀርባለህ?

6. How do you compose songs? 

መዝሙሮችን እንዴት ይዘጋጃሉ?

7. What do you sing about? What about your singing? What do you think of it? 

ስለ ምን ትዘፍናለህ? ስለ ዘፈንህስ? ስለሱ ምን ያስባሉ?

8. I want you describe the themes of your songs. 

የዘፈኖቻችሁን ጭብጦች እንድትገልጹ እፈልጋለሁ.

9. How old were you when you learned to sing? (How old were you when you could sing well?)  

በየትኛው የእድሜ ክልል መዝፈን ጀመርክ/ሽ? ጥሩ መዝፈንስ? 

10. When and where do you sing? 

መቼ እና የት ትዘፍናለህ/ትዘፍኛለሽ? 

11. What makes you feel like singing? At what times? 

ለመዝፈን የሚያነሳሳህ/ሽ ምንድን ነው? መቼ? 

12. What are the different kinds of songs that make you feel happy when you play or hear them when others sing?   

ስትከውነው/ስትከውኝው ወይም ሌሎች ሲጫወቱት የሚያስደስትህ/ሽ ሙዚቃ የትኛው ነው?  

13.  Are there new kinds of songs being sung today? (What do you think of them?)  

አዳዲስ ሙዚቃዎች አሁን አሉ? እንዴት ታዩታላቹህ? 

14.   Did you ever make up a song? 

የራስህ/ሽ የደረስከው/ሽው ሙዚቃ አለ?

15.  What are the main types of Agew-Awi folk songs? 

       የአገው-አዊ ባህላዊ ዘፈኖች ዋና ዋና ዓይነቶች ምን ምን ናቸው?
16. How you compose and sing songs.

 ዘፈኖችን እንዴት እንደሚጽፉ እና እንደሚዘምሩ
17. How do your members of your audience participate in your musical performance

የእርስዎ ታዳሚዎች በሙዚቃ ስራዎ ውስጥ እንዴት እንደሚሳተፉ
18. How is music evaluated? Is there good and bad music? What makes a good song? And what makes a good singer? 
ሙዚቃን እንዴት ነው የምትመዝኑት? ጥሩ ወይም መጥፎ ሙዚቃ አለ ወይ? ጥሩ ወይም መጥፎ የሚያስብለው ምንድን ነው? ጎበዝ ድምፃዊ የሚያሰኘውስ ምንድን ነው? 
19. At what age children start to learn folk music? 
ህፃናት በየትኛው የእድሜ ክልል ውስጥ የማህበረሰብ ሙዚቃን መማር፣ ማወቅ፣ መከወን ይጀምራሉ? 
20. Who is allowed to learn songs? Are there certain songs which may be sung only by certain individuals (age, gender,)? Who performs most of the music? 
ሙዚቃዎቹን ለማወቅ ወይም ለመማር የሚፈቀድለት ማን ነው? በእድሜ፣ በፆታ፣ ወይም በሌላ ብቻ ተገድቦ የሚከወን ሙዚቃ አለ ወይ? አብዛኛውን ጊዜ የሚከውነው/የሚተገብረው ማን ነው? 
21. How does the musical culture transferred? How do people learn songs? 
የማህበረሰቡ የሙዚቃ ባህል እንዴት ይተላለፋል? ሰዎቹስ ሙዚቃን እንዴት ይማራሉ/ያውቃሉ?  
22. Does anyone get paid for making music? What are the names of the best singers and performers 
ሙዚቃን ለሚከውን ሰው ክፍያ አለ ወይ? በማህበረሰቡ ጥሩ/ጎበዝ የሚባሉት ድምፃውያን እነማን ናቸው? ስማቸውን ጥቀስ 



	

	 






























