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Foreword

A treasure lies in the collective performative, philosophical, and spiritual knowledge of the monastics of Yungrung Bon: The treasure of the ritual music and
chant of the Bon tradition.

When I first heard a chant related to the protector deity Midii on a CD produced by Ricardo Canzio in 1985, I was deeply touched by the profound musical
beauty and wisdom I encountered through it. It became my sincere wish, personally and as an artistic researcher to learn about this extraordinary chant form,

both from a musicological/compositional approach and from the perspective of performance.

However, what is actually needed in order to do this kind of research is nothing less than the knowledge and skills of monastic education itself. This, of
course, is not so easily attained. Even with the most sincere intention and the strongest sense of commitment, as a Western musician and scholar it is simply

not possible to catch up with the knowledge of the monks and nuns within a few short months, say.

So, as with all complex research projects involving different cultures, collaboration is needed.

In the booklet accompanying the high quality recording of several chants from the Bon tradition,
Canzio is pointing to this fact when describing his collaboration with the H.H. the 33rd Menri Trizin Lungtok Tenpa'i Nyima Rinpoche:

“The personal interest of the abbot for the chant, the music and the ritual dances and his unstinted collaboration have permitted us to collect, in favourable

technical conditions, examples representative of Bonpo musical tradition.”!

Through the generous permission of the same abbot H.H. the 33rd Menri Trizin Lungtok Tenpa'i Nyima Rinpoche, I have been fortunate beyond words to be
able to carry out such a collaboration at Menri Monastery with the renouned spiritual teacher, Geshé, and thsog-chen umdze Dawa Namgyal.

Our collaboration was made possible through the support of ICEM at Folkwang University of the Arts, Germany. This support funded the two and a half year
artistic research project that enabled me to undertake several journies to Menri Monastery in India during the years 2017/18.

! Canzio, R. (1985): “Chant dedicated to the protective divinity Midii.” - Booklet to the CD: “Tibet. Traditions rituelles des Bonpos.” p. 11. Ocora. Radio France. 1985.
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The openness and patience 1 experienced from Geshé Dawa Namgyal as a skillfull and wise instructor and sincere musical colleague, along with his sheer
limitless willingness to answer my many questions of all kinds is incomparable. During my stays at Menri Monastery Geshé Dawa Namgyal set aside an
enormous amount of time to teach me to perform the basics of gyer-yang myself, and to help me understand the recorded chapters of the ritual in their context.

Without the innumerable meetings and classes with him this work would not have been possible.

As a result of our collaboration we now present the videos found here. With Geshé Dawa Namgyal as the most outstanding performer we recorded 12
important parts of the Trophur gyer-yang and the Protectors of Bon over the course of 12 successive days in the Medical Temple of Menri Monastery in July
2017. Furthermore, the paradigmatical representations succeeding the introductory part of this work make it possible to get basic access to the beauty and

inner logic of this part of the Bon chant by means of musicological analysis.

It must be stressed that the work presented here is not meant as an attempt to give a full musicological or performative analysis of the TroPhur ritual. If it
were, it would have to include a thorough discussion on the root texts of the Bon deities Trowo and Phurpa, their origin and their position within the tantric
system of the Yungdrung Bon tradition, as well as the entanglement of the actual texts with the sound/speech part of the ritual. Furthermore, detailed

explanations would have to be made about the associated symbolic actions that form another essential aspect of the ritual. These actions are usually recorded

S vé\ . . . . . .
in a separate zin-ri? (tib.: 3] Wyl.: zin ris.), one of the various performance manuals associated with a ritual.

All this is not the purpose of this work. Instead, core to our collaboration are the video demonstrations themselves. All introductory comment is primarily
meant to give the context necessary to understand and follow the demonstrational videos and their associated paradigmatical representations found in the main
part of this work. We hope that the list of melodic units presented at the end of the introduction will particularly help for such understanding. It contains

descriptions supposed to guide the perception of the viewer watching the associated videos of the 12 chapters.

Regarding the incomprehensible professional and personal kindness I received from Geshé Dawa Namgyal, as well as from all the monks and villagers in

Dolanji it is my deepest hope that this work, despite its provisional nature, will contribute toward a basic understanding of the Bon chant in the West.

2 A performance manual to be found in a separate text.
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Introduction
Gyer-Yang

«12 chapters of TroPhur», along with the corresponding video recordings, is meant to give insight into the structural and performative basics of the type of
gyer-mo (tib.: @“%’], Wyl.: gyer mo) or gyer-yang (tib.: @’\"\S’\“"L Wyl.: gyer dbyangs) that is found in two of the main rituals of the Yungdrung Bon canon,
commonly performed on the days before losar? (tib.: F{"ﬂ“ﬂ, Wyl.: lo gsar): The TroPhur ritual®, the gyer-yang of which is the core of this work, and the Bon

Skyong?, a ritual related to the protector deities of Bon.

According to the Bonpos gyer-yang has evolved through Nyammed Sherab Gyaltsen, founder and first abbot of Menri Monastery, who was born more than

500 years ago in Tibet. However, Nyammed Sherab Gyaltsen did not develop the chant on his own. Instead, it was given to him through a Dakini named

Rinzin Khandro (tib.: iq'q‘é’q&qua{”’ Wyl.: rig 'dzin mka' 'dro), who sang it into his ear.

Gyer-yang (literally meaning ‘melodies of bon’%) may best be translated as the German ‘Gesang’, which would be ‘chanting’ or ‘singing’ in English. However

neither the English nor the German concept fully matches with the Tibetan term, which is a bit more ‘narrow’. A lot of what in English could still be called
‘singing’ or ‘chanting’ in Tibetan is perceived as a type of speech, tsig-she (tib.: gﬂ"“ﬂ'ﬂ, Wyl.: thsig bshad) or ke (tib.: ¥, Wyl.: skad), thus belonging not to

music but to language.

3 Tibetan New Year

A

4 (tib.: ﬁ'@*ﬂ%“"@'ﬂ’\“"'aﬂ"‘%ﬂ'ﬁ‘gxq'q‘iﬂ““’*‘"\ﬂﬂ, Wyl.: khro phur gnyis kyi gdangs yig 'brug mo 1dir ba bzhugs pa dge'o. Full title: “The howl of the dragon. Chant score for the ritual of Trowo
and Phurpa.”)

5 (tib.: ‘Eﬁ'g:&t'q@q{ﬁ'qg&'ﬁ:ﬁg&'ﬁ&xm&'qs«'@'qr\w'Qq'ﬁgx@'{'ﬁ'@«g'q‘q@q«'&u‘,&vi\ﬁ’ Wyl. bon skyong ma bdud btsan gsum dang khro phur dmar lam btsas kyi gdangs yig dbyar gyi rnga sgra zhes
bya ba bzhugs legs so. full title: “The sound of the summer drum. The chant score for the protectors of bon: Sigyel, Midii and Hurpa with the blood offerings for Trowo and Phurpa”.

6 whereas ‘bon’ does not actually refer to Bon as a religion but to an all pervading essence of all being named with the same word.
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As for the terms ‘Gesang’ or ‘chant’ there exist different types of gyer-yang. One of these types basically consists of certain compositional units or ‘melodic
types’’. As Canzio describes it,

“[t/hese ‘melodic types’ are melodic contours not referring to determinate pitches but involving dynamic, timbric and pitch inflexions. So ‘melody’ in this

sense implies that we should not expect notes in the conventional sense of the word but rather a complex of various significant melodic traits.

It is this kind of gyer-yang we will focus on in this work.

As for the notation of the melodic units in a chant score (‘dang-yig’, see below) each of them is named, and the names themselves are inserted in smaller
letters in the actual text, directly after the syllable they belong to. This means, in respect to Bon chant there is no graphic representation of the sound at all.

Most melodic units are accompanied by specific gestures Canzio refers to as ‘chironomical’. During our work Geshé Dawa Namgyal also pointed out the
conducting function of the gestures of gyer-yang which in the actual ritual are performed by the umdzes only.

The different types of gyer-yang can appear in mixed form. For example, chapter 37° of the TroPhur ritual presents an initial chant (go-gyer) and a final chant
(jug-gyer), in which two types of gyer-yang are brought together. The chapter starts with the type of gyer-yang based on certain melodic units, but soon after, it
changes into what a Western ear would possibly identify as a ‘melodic pattern’ or ‘intonation formula’ (term by Canzio) framed by certain melodic units of the
first type of gyer-yang.

For a Western ear it is not always easy to understand the difference between what a Bonpo umdze or the respective zin-ri!? would still call gyer-yang and what
not. For example, the chant presented in chapter 11 (“Zhiba”) at the beginning of the middle part according to Geshé Dawa Namgyal seems to not fully match

with the term gyer-yang, though from what we just learned about chapter 37, to a Western ear it seems similar in character.

7vgl. Canzio, R. (1985): “Chant dedicated to the protective divinity Midii.” - Booklet to the CD: “Tibet. Traditions rituelles des Bonpos.” Ocora. Radio France. 1985

8 ebd., p. 11
9 “Atonement with offerings for the assembly of Divinities” (tib.: g‘é{’\‘"g“]ﬂ"’ﬂ’\%h Wyl.: spyi spungs tshogs bskang ni)

10 a kind of ‘performance manual’
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In order to get a true understanding of the gyer-yang of the Bon tradition further investigation is necessary. However, for the purpose of this work we hope the
above information might serve as an orientation of where to place this work within the area of Bon chant.

The TroPhur ritual

The TroPhur ritual!! is commonly held in the days prior to losar, the Tibetan new year. It is mainly associated with the Bon deities Trowo and Phurpa, who

together are considered to build up a strong protective and supportive energy.

Held on /osar, the ritual is meant to remove obstacles and purify negativities associated with or accumulated during the past year in order to enter the new year
as unhampered and fresh as possible.
The purification that comes with the ritual is supposed to not only effect those who actually perform the ritual but also those around, the population connected

with the respective monastery (or ngagpa-temple), and those who are included in thought.

Formally, for the performance of the TroPhur ritual two umdzes are required in order to lead the assembly of participants. The umdzes face each other and

have their own nga’? (tib.: &, Wyl.: rnga.). During the ritual they take turns in terms of leading the chant. The turns are basically connected to the deity being

associated with each chapter. So the one umdze leads the chapters associated with Trowo, whereas the other leads those connected to Phurpa.

There are different versions of the TroPhur ritual, which are mainly distinguished by their length. «12 chapters of TroPhury is a selection of chapters from the
long version of the TroPhur ritual, which presents a total of 38 chapters (according to the dang-yig!3 from Kham used in this work).

The complete TroPhur ritual does not only consist of gyer-yang but includes instrumental parts as well as different types of recitation (’zsig-zhe’, see more

below in: “The structure of the chapters™)

1 a5 the full title shows “TroPhur” is a merging of the names of the two Deities Trowo (tib.: \’f’ﬂ, Wyl. khro bo) and Phurpa (tib.: $<¥|, Wyl. phur pa).

12 a deep ritual frame drum in a stand.

13 the ‘chant score’ for a ritual. For more see next paragraph “The dang-yigs”
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As with all performance, its total duration depends on the tempo chosen by the umdzes. In any case we are dealing with several hours of chant.

The dang-yigs

A dang-yig (tib.: rrari) Wyl.: gdangs yig) is a kind of chant score for a ritual. It contains not only instructions in respect to the chant itself but also gives

basic hints concerning the instrumental parts and the performance of the nga.
However, the term dang-yig can also refer to the actual audible chant performed on the base of such a score.

The reference base for this work presented here is a dang-yig from Kham which records the long version of the TroPhur ritual as it is commonly performed at

Menri monastery and others.

However, a second dang-yig from Amdo (presenting a slightly shorter version) has been of great service whenever anything in the interpretation of the Kham

dang-yig remained unclear to us or had to be double-checked.

According to Geshé Dawa Namgyal there exists a third dang-yig of the TroPhur ritual which unfortunately could not be included in the work presented here. It

would be a research project of its own to have all three dang-yigs present and compare them.

It is crucial to understand that the dang-yigs are just one source of information. Concerning the performance of a Bon ritual knowledge can also be passed on
orally. Such knowledge is equally as important as that taken from written sources and must not be overlooked. For the recordings presented here there are two

places (already mentioned above) which illustrate this:

In chapter 11 (“Zhiba”), according to his own explanations, Geshé Dawa Namgyal replaces the performative units instructed in both the dang-yig from Kham
as well as in the one from Amdo, with the convention passed to him via the oral tradition of Menri Monastery. Due to this tradition the phrases 24 5 4 bis_25

and 25 3 3 both end with ken-gyur-dar-dar-kung-dar instead of ken-gyur-dar-dar-ei.
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Likewise, the second half of the initial go-gyer of chapter 37 “Atonement with Offerings for the assembly of divinities” is not performed as instructed in the
Kham dang-yig nor as in the Amdo dang-yig. Here, too, Geshé Dawa Namgyal follows oral knowledge from his monastery.

Structure of the chapters

Generally speaking, one chapter of the TroPhur ritual consists basically of three parts:

a) an initial chant - go-gyer  (tib.: “ﬁ'@ﬂ, Wylie.: mgo gyer)
b) a middle part (or recitation part) - tsig-she (tib.: gﬂ"‘ﬂ’ﬂ, Wyl.: thsig bshad)
¢) one or several final chants. - jug-gyer  (tib.: “%"‘]'@*I, Wyl.: 'jug gyer)

The a) go-gyer and the c) jug-gyer are those parts which contain the actual type of gyer-yang which is main subject of this work. Hence these parts form the

core of this work.

The dang-yigs are originally written as continuous text in Tibetan ume’? (tib.: AIRA, Wylie: dbu med). For the purpose given here both the go-gyer and the jug-

gyer of the selected chapters are transcribed into modern uchen’’ (tib.: 33%3], Wyl.: dbu can) and systematized in a way pointed out by Ricardo Canzio: As

paradigms, which reveal certain compositional structures that might not be seen so easily when looking at the original dang-yig.

14 name for the common hand writing style used in Tibetan manuscripts

15 name for modern Tibetan block writing
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The b) middle parts are not transcribed in this work. However their starting points are indicated in the zAungs!¢ (tib.: M8~], Wyl.: gzhung) following the

paradigmatical representations of each chapter.

According to Geshé Dawa Namgyal the middle part is called tsig-she in Tibetan, which, contrary to gyer-yang, points to a concept of speech rather than to one
of chant. Hence, we refer to this part not only as the ‘middle part’ but also als the ‘recitation part’. By using the term ‘recitation’ we hope to maintain the

Tibetan concept of speech within the English terminology. However, big parts of the zsig-she a Western ear would probably perceive as a form of ‘psalmody’
using certain patterns or ‘formulas’ that from a Western perspective might even suggest a form of melody. Thus, as mentioned above, Canzio calls these

pattern ‘intonation formulas’:

“An intonation formula is a melodic model carrying over one, two or even four verses |of the zhung; add. by C.S.]; each model can be adapted to suit the

varying number of syllables of different poetical meters [...].”"7

In Tibetan these intonation formulas are referred to as the various ke (tib.: §|, Wyl.: skad).

The different ke are usually related to different deities. So there is a specific ke related to Trowo (the ‘Trowo-ke’) and another related to Phurpa (the ‘Phurpa-
ke’). Since a ke is of repeating character, in most of the recordings Geshé Dawa Namgyal just introduces the formula and does not apply it to the complete

zhung.

Regarding tempo a ke can be performed in two different manners. Often a shorter proportion of the ke is performed in deb-ring (tib.: q’\\q“"i’*], Wyl.: 'deb ring),

that is, in slow tempo, followed by a larger part of the same ke being performed in deb-thung (tib.: ARG, Wyl.: 'deb thung), that is, in faster tempo.!8

16 for more explanation see below “The zhungs”

17Vgl. Canzio, R. (1985), p. 13

18 deb-ring and deb-thung here refer to the ‘distance’ between the drum strokes. Deb-ring literally translating as ‘big strokes’ points to the big ‘temporal spaces’ between the strokes, thus causing
a slow beat. Likewise, deb-thung refers to small distances between the strokes, thus pointing to a faster tempo.
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More information about the particular intonation formulas used in the middle parts of the TroPhur chapters (and other rituals) can be found in the ke-kyi-che-

tag!’? (tib.: %{’\'@@'Sﬂ, Wyl.: skad kyi bye brag). They form a research field on their own.

Although the bigger proportion of the middle parts consist of ke, other vocal styles can be found in them, too. For Western ears some of them might even
appear rather chant-like (see for example the beginning of the middle part of chapter 11, “Zhiba”20, (tib.: ‘%\i"“‘?""ﬁ’“q?\““’l, Wyl.: zhi b'i gsol 'debs), tempting the

listener to think of it as another form of gyer-yang. However, an umdze might judge differently.

Numbering of the chapters in this work

The «12 chapters of TroPhur» are numbered according to the Kham dang-yig, as suggested by Ricardo Canzio. Even though no actual numbering is found in
the dang-yig itself, formal parts are easily distinguished by their titles being inserted in front of a chapter, and by the instructions for an instrumental part at

their end.

Some chapters of the TroPhur ritual are divided into subchapters. The subchapters themselves again consist of a go-gyer, tsig-she, a jug-gyer, and a final
instrumental part. So their formal structure is identical with that of undivided chapters. However, the placing of only one title preceding the first go-gyer
indicates that we deal with a group of subchapters.

As for the numbering of «12 chapters of TroPhur» a second number added to the main one indicates a subchapter. For example ‘9.2.” means the second
subchapter of chapter 9 of the TroPhur ritual as presented in the Kham dang-yig.

19 a manuscript book on ke (tib.: §3, Wylie: skad)

20 “Zhiba” here refers to the Deity Zhiba A-Sal (tib.: (%"Q'W'EIN‘“L Wyl.: zhi ba a ksal)
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The paradigmatical representations

In the transcribed paradigmatical representations there are text units in smaller font and text units in bigger font.

text units in bigger font:

red - Those are syllables carrying semantic meaning. Read one after the other, they form the text of the ritual as it is found in the zhung.

blue - According to Ricardo Canzio those syllables can be called ‘intercalary’ (inserted, extra) and ‘prolonging’ (ending) syllables. They do not carry semantic
meaning. As Canzio found out, their nature follows certain rules in respect to the preceding semantic (here: red) syllable. That is, we cannot say yet, when and

where they are being inserted, but when they are we can tell what their nature is supposed to be:

In case the preceding semantic syllable ends with one of the suffixes X § & X A" (which in Western terms are basically all semisonors among the possible
suffixes), the intercalary or prolonging syllable repeats the last letter and combines it with the general ending syllable R
In case the preceding syllable has a different suffix, the intercalary or prolonging syllable will be a ® or a ¥ in combination with the ending syllable oR

Note that this is only the case if the letters & § ' X A" are suffixes. If they are root syllables not followed by a suffix they do not induce their repetition in

the next intercalary syllable.

black - those are intercalary syllables or prolonging syllables as well but we cannot tell yet when they come nor what their nature is supposed to be.

text units in smaller fond:
The smaller font represents the actual *melodic units’ as we described them in the paragraph on “gyer-yang” above. Being able to identify these units in the
dang-yig is fundamental to performing the type of gyer-yang found in the TroPhur ritual (as well as in other rituals). Below we present a list with the majority

of these units.
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In the dang-yig combinations of the performative units are common. If so, they are written one after the other without marking the end of the one or the
beginning of a new unit. This is similar to the way the Tibetan script works in respect to language where it does not visibly distinguish between word borders

neither.

naming and numbering of the lines:

V - means ‘verse’. It refers to the verses of the zhung. The numbering of verses always starts anew with each chapter.

L - means ‘line’. It is used instead of V, when the musical phrase does not match with the poetical in the chapter. For instance, in chapter “10.3. Trowo:

Defining the Middle Boundary”, two poetical verses form one musical phrase. In this case we chose the letter L for ‘line’ instead of V.

FC - means ‘final chant’ (= jug-gyer)

video reference line:

Under each line of the paradigmatical representations the video reference line shows indices in small font, mostly consisting of three numbers. These indices

refer to the indices of the video recordings as well as to the place of the phrase within the Kham dang-yig.

For more see “The videos” below.
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The zhungs

The actual text of the TroPhur ritual is a composition of various texts, that outside of the ritual do not necessarily appear as one. In terms of their belonging in

a ritual each of them is called a zhung (tib.: 9§<], Wyl.: gzhung). Concerning the TroPhur ritual the two main zhungs are the Trowo-zhung and the Phurpa-

zhung. However, at some places smaller passenges from other texts (as for example the text of chapter 11, “Zhiba”, or that of chapter 37, “Atonement

ceremony with offerings for the assembly of divinities”) are included in the ritual, too.

Extracts of the respective zhungs are added after the paradigmatical representations of each chapter. Due to the explanations given above (“Structure of the
chapters”) they are marked by colored squares basically indicating the start of the go-gyer (initial chant), the tsig-she (middle part / recitation part) with its
possible differentiation into deb-ring (slow recitation) and deb-thung (fast recitation), jug-gyer (final chant), as well as the not so frequent gyer-thung (’small
chant’).

As with most texts, there are different versions of the zhungs as they originated from different editions of manuscripts. The zhungs we are referring to here are
collections compiled by Geshé Dawa Namgyal during his years of working as a tshog-chen umdze at Menri monastery. Thus we refer to them as “Dawa
Namgyal Compilation” (DNC). They are arbitrarily indexed in the order they were handed over. For example, the Trowo-zhung was given first, thus it is
indexed as DNC 1, the Phurpa zhung came afterwards, so it became DNC 2. Those who do not belong to the Trowo or Phurpa-zhung are separately resumed

by me as DNC A1 “Trowo Phurpa auxiliaries”.

The videos

Demonstrations of the 12 chapters performed by Geshé Dawa Namgyal have been video recorded in the medical temple of the medical college of Menri

Monastery (tib.: @ﬂx‘éﬁ"\"aﬁﬁﬁ"“l, Wyl.: rgya gra sman ri'i dgon pa). The selection of chapters was made by Geshé Dawa Namgyal.

On the video recordings Geshé Dawa Namgyal performs strikes with a pen on the table. In the actual ritual these would be performed on the nga. Exceptions
to this are the chapters 11, “Zhiba”, and 24, “Phurpa: Offering of Medicinal Herbs”, where in the actual ritual the nga strikes are replaced by the umdze
striking his table with a small wooden stick.
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In most cases the video sequences are identical with the musical phrases of the dang-yig. Their indices refer to their position within the Kham dang-yig in

respect to folio, line and position in line.

Example:
2 3 1’ refers to a phrase in the dang-yig found on folio 2, line 3, phrase 1 in the Kham dang-yig. Note that ‘phrase 1’ always points to the first new phrase in
the respective line. Continuations of phrases that have their beginning in the line above are not counted.

Sometimes the indices are named with additional letters like ‘FC’ (for ‘final chant’). This is simply for faster orientation within the dang-yig.

Example:
‘4 2 FC 3’ refers to folio 4, line 2, and within this line the first phrase of the final chant. We thought this would aid the reader to find the phrase quickly, since

in the dang-yig the final chants are explicitly marked as gAY« (jug-gyer).
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List of melodic units

As with all musical performance, gyer-yang cannot be learned by reading a book or watching videos only. In order to really learn gyer-yang and to go further

into the details of performance and interpretation one has to make contact with the monastics of Yungdrung Bon and take lessons from a qualified #shog-chen

umdze?! (tib.: g’“‘]“’@ﬁ'\@“é‘ﬂ, Wyl.: tshogs chen dbu mdzed).

It is important to stress that the following list describes the phenomenon of melodic units of Bonpo gyer-yang just from the ,outside’ in order to give a first
idea regarding what to be aware of when meeting gyer-yang for the first time by watching the videos. Hence, the following list distinguishes the basic units by

their characteristics in respect to sound and gesture, both of which cannot be overlooked when following the video recordings of the 12 chapters.

However, this does not mean that the characteristics given in the list do always point to the actual core of the respective unit. In many cases there is more to

the unit than one can perceive just by observing sound and gesture.

For example, one part of the instruction for the kung-dar is to perceive the sound internally while there is outwardly silence. An instruction like this cannot be
observed in a video.

Likewise, na-dar appears to be more about interchanging the place in the body where the sound is produced rather than performing a certain interval, as one

could assume when just observing it through the filter of Western musical concepts.

Even though for kung-dar and na-dar these explanations are given in the list, one can assume that more of these kinds of instructions exist. This is because
their very nature is such that in order to be able to put them into actuality, the student must have developed a certain level of performative skills before.
Without having developed these skills up to a certain degree more advanced explanations could not be understood. A phenomenon we know from Western
music: One cannot explain certain aspects of musical expression to somebody who is still busy deciphering the notes of the score. Nevertheless musical
phenomena superior to that of spelling out the notes do certainly exist. So when going through the list below one has to keep in mind that it also mirrows the

author’s skills regarding the performance of gyer-yang as she managed to aquire it during her visits at Menri Monastery.

21 Generally speaking, an umdze is a chant leader Since chant is mostly connected to prayer or ritual, the word umdze is often alternatively translated as prayer leader or ritual leader. According
to Gesh¢ Dawa Namgyal one has to distinguish two types of umdzes: 1.) the term umdze itself simply refers to the person in a group that leads a chant, prayer, ritual. This person does not
necessarily have special education or experience in group guiding but could be spontaneously selected by any group. 2.) the term tshog-chen umdze indicates that the leading person has a special
musical education and is able to guide the assembly of nuns or monks through the big rituals of Yungdrung Bon as they are performed in the main temple of a monastery.
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Taking all this under consideration it should be clear that the list given below is not meant as a final classification of the melodic units of the gyer-yang but as

a first base from where to undertake further investigation, that is basically, practice it under the guidance of a qualified teacher.

As for a systemized overview there seem to be two larger main classes of melodic units being distinguished by gesture.

AFRAR] ('dar 'dar) dar-dar - performing a slow gesture with the right hand from the right knee (when sitting cross-
legged) to the left shoulder and back.

g ('gyur) gvur - performing a circle in front of oneself, then turning into an upward spiral. It ends in a
sudden stop in movement followed by a (glottal) stop of sound. Then it ends with a calm
descent of the hand.

The word ,,hand* refers to the right hand of the umdze holding the stick of the nga.

Every neum ends on [3i] or [ai]?2, whether it is explicitly written or not.

Variations within the gyur class mainly seem to refer to measurement.

qu.,ﬂgm ('gyur geig) gyur-chik - one gyur-chik means performing three circles before going into a spiral.

qg;-q@m ('gyur gnyis) gyur-nyi - two gyur-chiks. The descent of gesture is performed only after the second one.

q@*”ﬂ%“@'\'&‘] (‘gyur gnyis phyed gyur-nyi-phye-ma - one and a half gyur-chiks. that is, first three circles, and then another two (the last two are
ma) considered ‘half” a gyur-chik). The descent of gesture is performed only after the *half’.

RGRAYE| ('gyur gsum) gyur-sum - three gyur-chiks. The descent of gesture and pitch is performed only after the third.

22 We are using IPA here. Please find a chart with the respective phonetic letters and associated audio sounds here: http://www.internationalphoneticalphabet.org/ipa-sounds/ipa-chart-with-
sounds/ . Note that the exact pronounciation might differ between umdzes.
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QYA AGRITA|

AR

(bkyag 'gyur
bkyag)

(rken 'gyur)

kyag-gyur-kyag

ken-gyur

- a ‘half’ gyur-chik, that is: two circles before going into the spiral.

‘half of a half” gyur-chik, that is, only one circle before going into the spiral. (So in
actuality it’s one third rather than ‘half of a half’.) For the performance of this unit the

palate (tib.: fidl, Wyl. rken) has to be involved: It touches the palate during the complete
performance.

Variations of the dar class also seem to refer to modifications in time, and/or ’pitch gestures’:

s
apaag
Uiy
sifsensz
—

AHAARTART

ARAARTART

&

('dar 'dar)

(bkyag 'dar)

(rken 'dar)

(mgyogs 'dar)

('dar 'dar chung)

(dma' dar 'dar)

(dma' 'dar 'dar
chung)

dar-dar

kyag-dar

ken-dar

jog-dar

dar-dar-chung

ma-dar-dar

ma-dar-dar-chung

performing a slow gesture with the right hand from the right knee (when sitting cross-
legged) to the left shoulder and back.

‘half’ a dar-dar, which means: like dar-dar but double speed.
A dar-dar, but slightly faster. As with ken-gyur — the tongue has to touch the palate
during performance.

a fast dar-dar that seems to have no specific time reference.

a ‘small’ dar-dar, that is, only half the distance of a dar-dar (from the right knee to the
chest and back).

like dar-dar but with a modification in pitch: it starts with the drum stroke on the usual
note, then goes down in gesture and pitch: usually about a major second but sometimes
only a minor second. The gesture for dar-dar starts directly after going down in pitch.

a ‘small’ ma-dar-dar, that is, only half the distance of the ma-dar-dar. (from the right
knee to the chest and back).
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iy

RRAA3]

ARTARRER

AR

ARAXARTER

~a
ARTEA|

TP

XA AGRART|

~Q
AKREA|

~a
HARATERA|

~ Q8
MR GIRA|

(sna 'dar)

(kung 'dar)

(‘dar 'dar kung 'dar)

('dar 'dar kung ,dar
e‘l)

(gzhung 'dar)

(phab gzhung 'dar)

(phang ei)

(phab 'dar ei)

(phab 'dar a ei)

na-dar

kung-dar

dar-dar-kung-dar

dar-dar-kung-dar-ei

zhung-dar

pab-zhung-dar

pab-dar-ei

pab-dar-a-ei

Same gesture as dar-dar. The sound starts in the chest (as with the other neums), then
suddenly goes up to a higher register as the hand moves to the left shoulder, becoming
the sound [m]. Shortly before the ending position of the hand it ‘falls’ back to the original
pitch. Note: This neum can only be described in terms of pitch. However, the interval
between the two pitch positions seems to be irrelevant.

like dar-dar but the sound fades from the start of the gesture, and completely dissolves

as the hand moves to the left shoulder. When reaching the same point on the way back
the sound appears again. It fades in to its original volume until the gesture is completed.
While the sound is ‘off” the instruction is to perceive the sound going on internally.

just like kung-dar but the silent gesture lasts for three dar-dars. After the third, just
before the sound comes back from silence, it moves down into the abdomen. According
to Geshé Dawa Namgyal there are records concerning the overall durtion of this unit. It is
said that within the performance of one dar-dar-kung-dar there was enough time for the
monks in charge to go out of the temple, preparing the tea (for the assembly of chanting
monks) and coming back to the temple with the kettles full of tea.

just like kung-dar, but at the end the sound does not move into the abdomen. Instead, it
turns straight into the ending syllable [3i].

a neum consisting of three steps: 1) sounding [aou:m] while hand is resting. 2) sounding
[eaou:m] while a) pitch is rising to a big major second b) volume is increasing and
decreasing in parallel to the hand gesture which goes up approximately to forehead-level
and down again. 3) performing the gesture of dar-dar while sounding [€].

a zhung-dar, preceded by a descending pitch line.

the hand rests on the right knee. The sound consists of an upward rising pitch which ends
in the sound [aou:m]. (The rising sound has to be produced with the strong support of the
diaphragm.) Then it falls back to the original pitch while sounding the ending syllable

[31].
a phang-ei, preceded by a descending pitch line.

like phab-dar-ei, but with a clear and distinct [a] before the [3i].

page 19



There are units being combinations of the dar and the gyer classes:

AGREX| (‘gyur rngam) gyur-ngam

RAXARAT AFRES ('dar 'dar rken 'gyur chung)  dar-dar-ken-gyur-chung

R RERER| (rken 'gyur chung) ken-gyur-chung

BRARTAE R (kung 'dar rken 'gyur) kung-dar-ken-gyur

ARRARRER ARTAE ('dar 'dar kung 'dar rken dar-dar-kung-dar-ken-
'gyur) gyur

A

And there are units that apparently form their own class.

5555 (nan nan) nan-nan
A (‘'gug) gu’
& AT (rken 'gug) ken-gu’

page 20

the gesture is the same as in dar-dar, but when the hand reaches the left
shoulder the initial note ends with a glottal stop (as with gyur) followed
by the sound ~[ga:] which lasts until the gesture has reached its initial
position.

like dar-dar-chung, When the hand reaches the chest the note is
interrupted by a glottal stop and continues directly afterwards like dar-
dar-chung.

same as dar-dar-ken-gyur-chung

like kung-dar, but it ends like dar-dar-kun-dar (with its downward
movement into the abdomen). At the very end, gesture and sound lead
directly into the spiral of ken-gyur.

just like dar-dar-kung-dar. At the very end, gesture and sound lead
directly into the spiral of ken-gyur.

press the hand with the stick on your right knee. Feel as if there were
something moving under your hand. Because of this your hand with the
stick starts to move, t0o.

- arising of pitch line produced with the support of the diaphragm.

- same as gu .



The following units should be investigated further, because different variations of performance seem to exist. Both of them as demonstrated here in the «12

chapters of TroPhur» differ slightly from Canzio’s recordings made in 1985.

‘ ('bur bur) bur-bur - a neum characterized here by letting the pitch rise and fall once. In
AYRAZX|
Canzio’s recordings the neum performs a more elaborated kind of
melody.
. (Ichags skad) cheg-ke - in the videos this neum is characterized by letting the pitch rise and
I

fall twice. However, in Canzio’s recordings the neum is characterized
by letting the volume swell and fade twice.

Further investigation by Geshé Dawa Namgyal on this neum in May
2018 suggests that it could be derived from the sound of a gong stroke
with its characteristic swelling envelope (caused by interfering
frequencies in the spectrum).

FW (Ichags) means ‘metal’ and S~ (skad) can be understood as a

mixture of ‘sound’ and ‘speech’. So according to Dawa Namgyal the
name of the neum could point to the metal sound (the ‘speech’ of a
gong).

If this suggestion is correct, the neum could be about a ‘translation’ of
the sound of a gong into a vocal gesture.

Then, volume and pitch as well as possibly timbre might be meant to
merge into one single unified sound gesture, swelling and fading twice.
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12 Chapters of TroPhur
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1. TROWO: Defining the Outer Boundary in the Eastern Direction

Intro AWWG NGRS

a!' QR AR a] Uﬂ

2 21 2 22
NS o . NS N
vi RERYA[ oy G ARREA| WS\ maagred]
223 2.2 4 231
SS
V2 R ag=aszed | &G myag=wi] " agxe3q|
2.4 4 3_1_1 3.1.2
S
FC FINY" ag=as=ed | ®'E" Agag=ed] AAAT ag=a3ay
4.2 FC_1 42FC2 42 FC3
e o Neqr o > RN
vi & NN AN agmagRaq] B AgRaRE &A1
2.3 2 2.33 2.3 4 2.35
< N
v2 RBR mragx &) AWE" memas=aa] B saagzas=dd ™ W saaqgaga]
321 322 323
[N
FC U meas=ed] RHA" memas=@d] A sragrasrdd* W saeqEaga]
4 3.1 4 3 2 4 3 3
it o\ N, . - AR N, (N
Vi A agmag= HA[ 9N W agmaagm@a] & qamagmagmgs WA
241 242 243
N (N
V2 ﬁ W aFmras=&i] &' memagagzgs WA
325 3.31
~ (N
FC S‘ W' &ﬁéﬂ&lvq,ixv@a1 W' Rs‘w\vqﬁxvqir\vér‘v U\Iqr***

4 4 1_and_2
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FRRGsmsr =GN

e LG E L G|

v N *
Y AFOgRaTaRmAF TS 8|

4.2 FC_4

aﬂ' Rs\],\.qsxwﬁ,\.@]a,** ur Ra‘lxﬁﬁvquI

SR ammasx B4
324
AR faxsax R&T
434



vd LK agmagx 3\ fgagr]  ARA agRagx [y AFAZR T ARTARR S AFAIR &S'gtq' W 5553 NYT AR AP AR
3.3 2 3.3.3 3.3 4
("N N N N
va Boagvagy § Agngn A Ay AN AR § avars & Agngs A8 W SREHATTRRATTIRS
still phrase before 341 ’ 3.4 2 and_3
o\

vs K asgvasx W Agagr  A|RAasRasx 4 AEaga] M ARRaRr JRAFAgR G W 5585 AP I AR

still phrase before 411 4.1.2

WA

Recitation: §E§Rﬂ‘&ﬂ5ﬁ%ﬁmﬂé\

4.2 1

w8x) gogrer) [ FvR) (sigsheo [l Ed<) (ug-gyer) DNC 1

B m\ % mm‘c@uu 1«@(‘( 5(%4m\;auau,mnqkml n;u;“t&mgu@qm&'mm&m“ “ 0“(°H(U°\‘N-ﬂﬂl

aoo‘uua»\ uqqyo*o‘(%( ) uqtnq(ogglonlawq uqmoomgzulo‘uwybo“ umulgﬂtumg\sl
/0L | -gqsmwtgc,«q@m @o\lmtoq(%gg\ Q,o\t@uwty’)ﬁ\ ,@a\t@(«)(mtm‘ oﬂnuumw,
O]UNU«S\ gmmm\s’uﬂgiqu«s\ nao]lhe‘uy’gmwo%lgo“ ,gq(wmog\u«aq(i)}«] ﬂ\l%mg«a

N

8 ‘B"‘D‘?’

NS Ig‘

Q}S((\!lél“\,mm qmu,tsuuuu\y@:\&om uwlgqm?z)&mw(s\'] MO‘OIOQ]NU“ l‘§(0“ ﬂ“ﬂl«@%ﬂ{(ﬂl

(7
I

1

dlmmgsuu‘ ty)lqugo\uutal,ouol m]mwusuuum,um.“ o]wu;tswmn}u@{m“\ O 3¢]u|gngo]m@u
38 ogztumugnm omoumthﬂumqum l“\‘ﬂ“ AL WAL uo\mo.umgtom««q uo‘u\owolsl

‘130\1%%”(0“\*.“ os]numdlw,ovo]uwudl“ gumdm\\q’m]uwu«,‘ "M""\‘%‘ﬂ‘\‘!&‘*’%‘%ﬂl {}q!

. sguao]w\ m,mmuo]m«o]towo“ _gau@op@u\qo\m\ n@{!wu,mwms«u;mogm ﬂ,glgn]uu]qmml

(

l%tqmoybo“ uwmo\so]mmm AU\ glsw]gguwﬁm]u@u‘ 8‘\‘2““{"3)‘)‘{’*\ M%M%‘NL
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Annotations:

* |t is possible that a Western listener does not perceive the final [n] of the syllable. Yet it is there. The syllable starts with the sound [e:], immediately followed by
the diphtong [€i]. While sounding the diphtong the [n] is already formed in parallel. So the very last sound of the syllable is an [n] but with the rest of the
articulatory trackt still remaining in the position of an [i:].

** there is a variation here from the usual performance: on the &R the pitch is usually risen by a third so the second semantic syllable would have the same pitch as

the first.

*** Geshé Dawa Namgyal starts these phrases a major second above the usual base pitch. As a consequence, the Y¥<?3%] descends a major third. Both, the starting

with a higher pitch and the falling third is freedom of performance. It cannot be explained by reading the dang-yig itself.
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2. PHURPA: Defining the Outer Boundary in the Eastern Direction ﬁ%‘ﬂ&'@'&ﬁ&&ﬂ’%‘éﬂ]ﬂ%]

v1f~!\1§' AR ag=aE A ag=mpa| c@ H AR AR gﬂﬂ' Ag= A
4_4_Phurpa_1 4.5 1 4 5 2 4 5 3
V2 @‘11' QYA AT AGRARR] @I'%E"l!' gwx'ngﬂ'qu'§'qu'®a] @I sy W azcdd AR AR AT 3 Agagr W qu'rq%:rﬂ
511 512 513
FC gﬂw qgﬂ'@gxﬂgﬂ]‘n}g:'qu] @%ﬁa\l ﬁaqx'qgu]'ququgx@ﬁ] (R! e W age@d AR ARR AT E Agage W qgr\'rq%q]
5 5 FC_1 6_1_1 6.1_2
(2N o\
Vi & WA SNEQA H muagEaget AERAT W agagagrasy WA
454 455
N o N N - N
v2  BF ammgmasz] & agragx W ggagx AT WA AT A mpammagett FMRAR W ggagasmass WA
521 522 523
(2N o\ o\
FC 78" zmmgras=] A agragy W faagx T wq] REA A jpaggage™ RRY W sgagageass WA
6_1_3 6_2_1 6.2 2

V3 % agragx ﬁ,aﬁ'qu'] AH&" agxas C@ rﬁangr\] [ ag=asx ‘Tﬁi AFAZR S\IER W 5536 AP AIR NP AR
524X 525X

vafRagars I gangs] DTS awass & gangs] R agsass ST aags I OF ananeoqaga e
5_3_1 582

Vs s SN Agegs]  FTR egwes Togangs] 55 agsnss AT Aangs AN OV SysRegvRgs e
541 552

Vo e U mmng|  FY ek YR mangR] ) amnes 937 mangs U W agagegegsagyass G|
543 5_5_1

Recitation. ..
552
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aIx| (go-gyer) [ FVOR) (sigashe) B 3= (jug-gyer) DNC2

- -

/\nsl\

3 m‘mﬁ gn(mu\qmm\ @umu‘qmmﬁ\a\umm\ u‘\q%n@\ta@&{squmﬂt‘qa\@mﬁmma@w@«(
QHISUSIRIu) @mu(mt\m:qmlsowng jaqumlg(@m]owagu msmuq«mmloﬂml @(«So]lﬂ.(m IUDH] \}“Ul
plsm(qloaquu'lo\l&u{m}m@cx‘(um]um‘ (,gumusr:l{ls»wums‘@zqu] gn](«&'qlo]luu(wo\q«usqlsl'l’(«(og\u‘ quxqw\t
,ﬂwlg}lg{mu 1w 90‘«( mm{lraulgm‘ .gwg;y]uu‘mo“ %(msq‘ -&o]ﬂt‘i\u\\q,o]ﬂml"g’( u(d{(?ﬂ“ Olglb\iu]u)g(é{lglﬂg'(“ u
omg/uo] l@o]mc\ﬂmu\(dlﬁgu‘ @mumqwmslsmmﬁo“ e]%!%lcgml@l@xqo\(vmﬁu %o\;*‘]«qﬂmmms@]w' @t«’q(«{lu 7

“oqq.g@tg}]m

s @1 Yimwn.

Annotations:

* regarding pitch according to Geshé Dawa Namgyal this phrase could also be performed as in the corresponding phrases 5 2 3and 6 2 2.

** In the videos the pitch rises back to original while performing the A§*ZX]. There is an alternate possibility for performance: One could also perform the fi§g* on

the lower pitch and then rise the pitch for a minor third before going into the next syllable.
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9.2. PHURPA: Defining the Middle Boundary

V1

V2

FC

V1

V2

FC

VA

V2

FC

Ay AR ag=apRa|
15 2 c2_1

v “v [N
W Oﬁ "\@R'ﬂ]?}l\l]
15 5 2

W A5 agad|

16_3_b RECIT und_FC_1

B aum@iR ageasa]
15 3 4
Y axmdd agmasa]
16 1 2
U ago@R R AFA]
16_4 1

& spamFage W Axag=ed] @%53' & AaREER ARRARRERARR AT AGRER]

15 4 1 15 4 2 15
~N

& spamsags W Azaged] §  H amned agReqRERagRAEaga e ’
16 2 1 16 2 2 16
N N
& spamsags W msaged] AR A auodl agRasmmR e qg g ea] W
16 5 1 16 5 2

Chant 2 and FC

& B aussd] o g 3|
15 2 C2 2 15_3_1

<
A W axssd] W agzaza|
155 3 15 5 4

N
Q]‘T] S\ @H:‘W&I W qu'zq%:r”
16 3 FC 2 16 3 FC_3

N a N
N agar* HA

g AEgRas O]

vos .
QA agr* AT agmam=mgaggs H]
16 1 3
N . N\
QA" aga* AR agmagxggagras W]
16 4 2
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W agzaa]
15 3 2

W agzapa]
15 5 5 and_16_1 1
W ag=xaa]

16_3 FC_4

%L_\v a\l’ﬂ

15 3 6

G ey

16_1 4

gxma'qx’s@&w%ﬂ

%‘I [y MQ'RI@:'@R:;]
15 3 3

G\ mn’agz’@ﬁ:{

&1 5 =amgrasz]

16_3 FC_5

Y amcdd agras=er]

AFRAR=EA|

A TFA H ammdl agRa<Ed]

16_4 3



Vi W agagasass T Aagayassad]
15 5 1
V2 W aaa5AR=ARx ail&!' rﬁamgx'gfqﬁxw&] Recitation: ﬂ]ﬂ%%"@]’
16 2 4 16 3 a
FC W siggassays § Agagegagsud]
16 5 4
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o gaiagiie] o)

RO A0k

HZSUDR iUy
NUENDUOUS)IST|  GIKILUIRIGIANINGY G0

NEUIUHILURIGIGHINR|  garga)y
HIGOMEAANY|  PRIOEIGLTGEISY |
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(Q.“i\ {“\ qt:n;_.\(\\ \w\:\ﬂ\uumuﬂmu‘m\
(@UY Doy
Gyuttigdig S

b

page 29




Annotations:

* The phrases would be performed exactly the same way with or without 8|
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10.2. TROWO: Defining the Middle Boundary Chant 2 und FC
NN ~ ~
vi A ® W W ngwquwwqu@ﬁ] W meza= W U\!I
20_5_C_1 20_5_C2
~ N =
Vi A Y admras= ] W A" Aaagx WA I5 meas=ad] T agmas=ud]
20_5_C2.3 21_1_1 21.1.2 21.1.3
o\ v v N v v \ v N
v A ag=aea| Y Agage A Agage WA AR zAmgrasE] &' agmagm AR mrags G
21.31 2132 2133 21.3 4
N (N [N [N
FC JANERA ag==ds| A Agags T Agages WA NGl LE G W agmagx TN grags HA[
21_5_2 xREC_and_FC_1 21_5 FC_2 22 1.1 22 1.2
V1 QEOJ' A" sFaEras=ai] AR Y AgAgR R AR AR PN A AR AR JRA" mras=mE g @]
21_1.4 212 1 21.2 2
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v2 RE &@’ﬂz\rqu@ﬁ] AR Y [ AgR R AR AR AN AR G AR &’ ;ga‘qu'ﬁangﬁwa]
2135 21_4 1 21,42
FC R&A A" a@msras<ai] AR Y [YARRAARR AR G AR AGE AR AR gRasRA§ga&E]
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212 3 21.2 4
N (N
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21_4_3 21_5_1 - 21_5_2_RECITATION
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10. 3. TROWO: Defining the Middle Boundary Chant 3 und FC HERECEAY qﬁr\rﬂ

A AN (NN ~ a o o o ~~ N
Intro Y 497 4 A7  agzaz=ass GiB| W ag=zme] W F awowd sgayas=@d]
22 3 1 22 32 22 3 3
Ll gq= g X aeaAngs AU awags T agags O] TN agde]  H agewr 35 mgeas]
22 3 4 22 4 1 22 4 2
L2 ﬁ% faage W agaaAmags RAAT asmasx FAT  agrasx u@y T agapa] Y agxesr 3 ICNEES|
23.1.2 23.2.1 23.2.2
FC ‘T]QI'B'@"\'RI%{ faags W' sasAeag= -3 agRagx AA" agmagx U\ICC\KT ARN" ag==psr A agxzar X mgRasa]
23 4 FC 1 23 4 FC 2 23 5 1
N ., 2, o ~a Y . o\, o\
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L2 o qu‘n@&l[ A" wmgrasa] @!a W agcdd 3= 5A] g‘ll' fayags AT AT fyagx U\Ia]
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Annotations:

* As mentioned before (see “list of melodic units” in the introduction) Canzio’s recordings from 1985 contain a variant performance.
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11. ZHIBA: Supplications

~

L1l @!'&I'Ze')] 3N A agaEr &I\L{ﬁ' sEAEags W &ﬁ 53’11\1' FFAFAIR U\I&I

24 2.1

L1

L2 PR B W [
24 4 1

FC FEE 55 & 8y
25 2 FC 1

L1 AR agmags E&T
24 31

L2 Af  agzags YA
24 51

FC I G Ha{
25 2 FC 4

L1 A AFARRARREE
24 3 4

L2 4 AFARRARRER
245 _4_bis_25

FC 4 AFARRARRED

25.3.3

AEegs EA

AHAG= ’:al

N
SAC R

W @y O@"\W AR AGRARRARRHR AR

& TR
24 2 2
25 g
24 .42
(N
ja’ rq@t:'cﬁx]

25 2 FC 2

Q v v v N
AR & g §  Fagasageed]
24 3.2
A W ey

24 5 2

SH AR AGRA|

& W amy U]RIFGJ' 5573 AR EA]

25_2_FC_5

rﬁi.o\%;vqixvqiz\-* B :a]

W @ ** Sg\] Al rﬁavquqixqi,\mrqg,\****

oo Sk ol oo
wRHRw
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Y agmaged W saasgaga|
24 2 3
Y agmaged W saasgaga]
24 4 3

Y agmagmed W saasgaga|

25 2 FC_3

N, S\, .
aJ ARR AR GAN HF AGRARR]
2433

N M v oo Sla ol
W 5 A qax‘q’ix"’éﬂ]&{'ﬁﬁ'ﬂ@g'qst RS

- T,

I Short chant and Recitation...



Unfortunately at the time being the Zhiba zhung cannot be presented here.

Annotations:

Specialties of the chapter:
In this chapter of the dang-yig there are no drum-strokes marked. Nevertheless, in the video Geshé Dawa Namgyal demonstrates the drum strokes in the same way as

in the preceding chapters. These strokes as demonstrated by Geshé Dawa Namgyal are actually performed with a little wood stick on the table. So, as indicated in the

dang-yig, there is no drum, indeed. However, strokes are performed.

the pitch on this syllable goes up. This is not indicated by the dang-yig but freedom of individual interpretation.

*x the pitch on this syllable goes down. This is not indicated by the dang-yig but freedom of individual interpretation.
oAk As mentioned before (see “list of melodic units” in the introduction) Canzio’s recordings from 1985 contain a variant performance.
skskoskok

Geshé Dawa Namgyal follows the oral instructions of Menri Monastery here. These differ from both the Kham and the Amdo manuscript in respect to the

endings of L2 and FC (wheres L1 is as in the dang-yigs). According the to oral convention L2 and the FC end with the silent unit *3*?3YE25%], We modified the

paradigmatical representation accordingly.

page 39



13. PHURPA Visualizing the Mandala.

V1 1=
2711

Vil §5

V1 ama ar
27_12

V2 Al
27_ 4.2

FC & &

28 31

3
b
2

N

vVl w

27 2 4
~

V2 W

2752
\

FC W

2835

AEAGRRA]

AEAI=EA]
AEAGRRA]

RG]

AR ARG
AR ARSI

AR AREEE|

3F & agamdq]
27 21
RRA™ A" ag=xe3q|
2743
RIET 2 ag=m3a|

28_3.2

AHH sFmmagsed]
2725
U H aZmaR=ed]
2753
V; v ~ N\
N H afqasxan]

28 41

oy ARV ARR AR AF AR EL WA
27.2.2
\7-'\?8‘ qu‘rq%n]'qgr\'qu'rﬁa\'qu'@:wa]
27 4.4
qa. AR A AR AR AT AGREE A
28.3_3

ARCRRARR AR HE AR A
; v N NN
Q" amrEAARRasR R AR EA]

qrd:'&&'qix'qu'rg:'qu@ﬁ]
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28.3.4
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e v ~ N

& ' agamaagzEd]
2811
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28.4.3



vVl & Faagraiy W AFags] M A aeR@RaRRasRERAsR @]

27 33 27_3_4

V2 & sangeady O Agags| AN A AR R ARR AR AR AR
2812 2813

FC & sangander O fgnga| Y aun@RasRngReEagaR]
28_4_4 28.5.1

254

235

3= (go-gver) [ FVOR) (isigashe) Bl == (ug-gyer)

AN U sFEgaRRan=wA]

27_4_1
ﬁv W amagmas=wi] Recitation. ..
2821 28.2.2

W u syaEarRas=ud]

28 52
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17.1. PHURPA: The Fearsome Gestures.

V1

V1

V1

V2

V2

V3

FC

V3

FC

Y RRA agxA]

3541

AR ARR ag=epa]

35 4 4
N

N

Chant 1 and FC

@ﬂﬂ' LR AR ARE]

& Agagragy W s AEHAGR|

35.5_2

N mgngs ART Agagssh]

3555
(2N (2N
T

36_1_3

3 & F

still phrase before..

B&s &

36 _4 FC 1

TR &
s

365 1

~

O

36_1_4

xR gA) FRREANEaray]

Y agxaBa YR s Ry aga Ry s ea

35.4.2 35_4.3
v o\ “v \v \v N
EN qgr\'%&q A" Agagx W U\II (& qu':qsrq]
35 4 5 35 4 6 35 5 1
et v “ v v “
AR zAmgrasx KA d W sgayagRagy WA |
35.5_3 35_5_4
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R S St 49
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36_4 FC 2
N N N
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24 PHURPA: Offering of Medicinal Herbs
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V1
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1= 85 agr B
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. N ' v " v
Rg B gy ABE F aymgagst @ WA

48_5_1

AR AR agr ROR H aymngx D O

49_2 FC_1

N

T ARRERARR AR R ARR AR RGN

48_3_4

'EW AHEBA AR AR AR AR AT ARG

48 _5_4

He AHEBA AR AR AR AR AT ARG

49 3 2

~

W agzaya]

48_4_2
-

W’ QQIVQT
49 1 3
e

U\r G\g:'\'g{T* *

49_4_1

seAAngs 4 AR i)

[N

2

49 1 1

49 3 3

& agR|
48 3 2

K]ﬂ;‘ @@R‘ﬂ@m
48 5 2

REA gy

49 2 FC 2

%Nv Y ame@d ez
ey & @’4':'@1%\'“'[@':“\5*]

B amdA R

W e GN gngagess O]

48_4_3

(2N

W ﬁiii"?ﬁ*qg* 5‘ ,ﬁaqgr\'§q§:’\®a' U\IO\T Recitation...

49 1 4

49 2 1

A Fgas AR~ Iqi!’qy AR YA aR; U‘Ia]

49 4 2

page 47

A E|

W ez ass]
48 3 3
W xrmEzass]
48 5 3
W xrmEzass]

49_3_1

N A BRaqRaqmgrag= s ag=ah]
48 4 1
' aee@RasRaqRmRas= AE g an|
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N e BR AR agR R AR AE Aga e

49 3 4
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99y ) IR aaaulisigy| FGTGoudandtiguoandy  qiomgyeRGanngu) o 4
287 N\Hloﬁut@]lmu@o@g&m‘ .,wtqg,q:ammmgﬁ\\ %“‘““‘:F\:%\ﬂm:n{gmﬁ m«wy%@aﬁa‘g«]m% ‘qa@‘—.,,,‘.‘.gg;

[ ey SReapoon g oorugoduauigy Mg
| %ﬁ(@‘lﬂ«\]ﬂ(ﬂ“‘“ olc‘l@]lso]mug‘uy{qm‘ﬂlsungu‘t‘lﬂ\ Sﬂl"i\ﬂlo‘wplmm@@NOQOI ‘ ém'ao]qu@@}qmu(‘ﬂsm“%m‘
E«umwﬁlu«smmud:‘o\u@,wg}u\ ts(ﬁ\lﬁs‘rsxu,wo’ﬁn\gm@q ggt&tg,wog}omqu@qumu@q Q‘@@@mgﬂ‘

e

CrofSp, _

o7ty A M S@NRIUGIU oy oruG@ I g (@ FIOTQ oy | M Gy @ingnhug gy o
o O SN I I s A
258 |onigamougim e ingu|  uuuaqnieoiiedioyod|  SOMAHEHINOGIIEHIUAFD) “briudiei)
@q«t@@g‘\m‘@a‘ (e ngu uﬁfr@«&uﬂm«w@q‘ (QRISAHEY o}m%mgo}“q @«\ &‘“@“‘P“““;“”%‘
Pa@l]  HradeK)  goEu@ningEguaaw  guitiflGingngyaediingu)  AeaRIquEIe

Annotations:

Specialties of this chapter:
- As with chapter 11, “Zhiba”, in this chapter, too, the strokes Geshé¢ Dawa Namgyal demonstrates are actually performed with a little wood stick on the table.

- After the jug-gyer marked in the zhung other parts follow. Among them a gyer-thung (short chant, marked with a green square) and another part of deb-thung

(slow recitation, marked in red as before).

* The gesture for 43| could also be performed more clearly here.
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30. TROWO: Offerings (the Eight Items)

vy v e v v e O e
V1 [[A&Y agr 4% sgegy I W A QR OHIN mgmass & W WA
57 11 57_1_2
FCv3 W gy QON gengs SN G W] QF REEN mgmnsw A W]
58 2 5 58 3 1
~ N N
vl W AU wmmgragx A " yasmeEaas W WA[
57 2 2 57_2_3
Fcvy ®& AN zgmgmass Txar %ﬂ] yagRARE ARy W]
58 3 3 58 3 4

N

v v \v V v v
"7 N YRR AN AFAZ] AN gasx T AFgR & yagx AR AgagR] g4
57 2 4 57 3 1 57 3 2 57 3 3
o\
v W AT gasx FN AFagH| AN gag AA AFagR] QN gagx AR Agags] HFNAT
57 3 4 57 3 5 57 4 1 57 4 2
ve W AJPN gasx ARG M yasr R Agaga] NN yagx RA Agags]  AEN
57 4 3 57 4 4 57 4 5 57 5 1
. . N, . . . it .
vs W ARANT gasx 3 AeRg G GO O S gy A AEEE §
57 5 2 57 5 3 57 5 4
V6 Recitation...
59 11
POV O AT gass AR ggags @ g X mpmgy BR gas O egs

58 1 FC 1 58 1 FC_2 58 1 FC_3

AR A
ARARKEARE|
X, v v v NN
NER A H agmasaed]
57 2 1
N v v v ~A
& &7 & agmasx®d]

58 3 2

v [N v N v X, v v N - o
Fcv2 & J§*  gaes I AR ay ¥y Aoaags AN geer {0 Agags

58 2 1 58_2 2 58_2_3
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YR ARRAA
YR ARREA|
YR ARRAR]

N o\
yaasRE  WAT

AW gRagR@R|

58 1 FC_4

‘ﬂi!(‘l!' MR AR

58 2 4
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168
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dl@ﬂugugt J‘ﬁ/\%‘”l ﬁmutmgﬂmg,mw“ Q,wMMl 2,mun “;‘ c]gmuu@mumq muqa
cy,twlo]g\uumgm‘ gp\tc)uéow“ 2u3omm«mqm«ooy °W“(°°“N$°\‘°W$“‘é,"1“l tzo]o‘ug,uo]t
‘““"R‘@N 6!‘7,%“\2}]“ll\@lﬂﬂ%«(QtO@”t{N‘ oo\tq,ttg,t)\tts,t«to“ %ommm\o,«q ,oz,mun\ oo\um,
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P
% ﬂéﬂnb‘b

g -

oM Y go\uo]woq;,toau\ Q‘Nl’é]ld\l,lvcjlo]u{!’uc]g‘ $\-&1NI2%|3(““80]N(NN‘ c\ugmz;
(}6"(“}‘,(61[0“ g;ommm\q,«l ,oz,mun \‘;‘ g(uuum&mwn \ lmwgugtwu\tmﬂg‘“\ W‘&W'
l\llO%ﬂ“ OQWO‘N,%E,‘QNI \2,{!00“\ wmtyé ato\mmlasmqm|<)gm’uﬁ“ qquml }w\m
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Annotations:

* In the videos the syllables “] and éﬂ are performed in reversed order. However, according to Geshé Dawa Namgyal, the order presented in the Kham dang-yig is

also fine.
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37. Offerings for the Assembly of Deities

e & 85 &7
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65_3_3
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& ARRaARRE
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&
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S AFag gy
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&
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(gyer-thung:)

W A5

Qg ©
AR &
\ v v
@

oy

)9
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% @ @ onou

65.2_1
N ~N
W ggrasx W Uﬂ
65 2 4
4 yagx I

65_3_4

29

(end of verse)
2y A F
AN A R

I 4T 7
Y5 RN FE
S G RS
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;Eféﬂ' & aREERTEE AR

65_2 2
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65 3 1 65_3_ 2
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4 W agzaea|
65_3_5
(gyer-yang:)
N
age &
(start of new verse)
QV \ v v v \
sB Ay AT 4y e @
T Y w8
= Ny nwe @]
S S ~
AR A A axe ]
[N (2N ~N
AN ARG age & *



N ~ 7

& Agagxyass am g afr Hy o g B LA e @
& AFagryas S A BN ARN A ‘@"’3 }\f S\TR A &” )
S e T H AR PR TR R w @]
. Xar N N - s . . A1
& Ayagryass O34 A A7 AYG AN NER ﬁ AR axz E]
& AagRyass g 3 FR ogE g e B
FAST RECITATION. ..
65_x_FastChant_To_End
W) oger VR wigho [N Gug-wen I (ver-thung) DNC Al
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7 nIOGUHGOH]  SOMIHIDIOHMOIOQGA (SIIOGHITREGNHIGUIRH] ~ SAGUITIUONYAHI
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Floauqomaing  JueomSaRageiig _auu e mmmedua
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NG QIB) i) “tﬁiu|@tm\u‘|‘@utg‘(o§muq«| ORUIGIDAULITOHIY] I8 INRAIH@UNGIITIFHS
SO SOMIGURIBOKU0I0GH|  ((FHIONGHINRIGAHIOIORHI|  SHAUIOTUONDAMIRS a1
OO I || OORIGUIGIOTGTAUGAHBUOHL|  HHGITNUIGIHIOUHU) :éom‘"“’"
PMQHGOHIGUOU] (8IS HIGaHIdIo ) WHIDITYHIGOHIOE]  (ORIGIASHBEHIZAUS
(G0t %‘S“ﬂ‘@}“%‘%ﬂ“"l q@*‘o@]\ﬁt@@]uls«mg\u\ ‘Gt'),uuum@qt%o]msmog‘u\ NRe\!
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499 bk LI - T S L I SCEAT ty,@qu‘gto%tgo]ms«wq‘m WU SLOASAHIOOEU|
ng‘flogo]u\l‘;o&qusmwglm qam@nug,ougo%@l@msﬂt%\q o:‘uol;ﬂm{g,uﬁ@uqmoq‘m [

O\ G GUITHIGEHIYSOIHIGUIAU]  SOHILSHOR(HITNIGAHIPH| °$°\*°°\‘MW‘QOWNWSMB}ML oL
3§J“ suo‘i;‘ém{wi\é;‘ “g]‘“‘%q(zjﬁ“mg‘o“ﬁﬁu‘;" 3“&3@&;“%@ q‘ﬁt‘@&\@’j‘mgﬂ@mmﬁo‘\@l‘ “QW‘“NW“"W

AR AL el

Annotations:

Specialities of the chapter:

The go-gyer of this chapter is devided in two different types of gyer-yang. In the zhung the start of the additional type of gyer-yang is marked with a green square.

Furthermore, the chapter does not follow the usual threefold structure of go-gyer, tsig-she, and jug-gyer. Instead the first jug-gyer is followed by another part of

‘green’ gyer-yang, being followed by another part of recitation, etc...

As mentioned in the introduction he repeating formula of the gyer-thung starting with 65 _4 1 is an orally traditioned pattern that cannot be found in the Kham dang-

yig. Furthermore, in the Amdo dang-yig the structure of each line is presented as in the paradigm presented here, but instead of A§*Z*F*3Y| the Amdo dang-yig
instructs q@q‘qg&’@\ﬁ], and instead of ‘*""*‘5\“] the Amdo dang-yig prescribes §Z.

Note that the musical phrase of the gyer-thung goes against the poetical phrase of the zhung. This is a common phenomenon in tsig-she, also valid for the content of
other chapters. Since this would be subject to a research project in its own we did not comment on it elsewhere. However, here, due to the blurred borders between

go-gyer and middle part it becomes obvious.

*due to the repeating nature of these lines five of them were not video recorded. The others may serve as a blueprint for interpretation.
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38. PHURPA: Atonement Ceremony
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R i@ 2 RN Agags]
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SRS & A

66 2 5

& g 5
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™ NON
& agmagREd
66 _2 3

N v NN
& agmasR@d
66 _3 3

N v NN
& agRasz®@

66_4 4

AEAGR|

AFAgR|

& axaRasd]
66 2 1
A RRagRed]
66 3 1
R =Ras=ea]

66_4 2 FC

gma'@ﬁqxqz,}{m'%‘

Ay H  agmesr "-RVI
66 2 2

o\, B A
] 4 agrasx @F]
66 3 2

AN & agmags &SN
66_4 3

.. . . o\, . . o\
I L R C -

66 2 4

¥ agmasr H W g‘q&! 4

66_3 4

JN° agmasx HT W AN

66_4 5
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RE‘ ARTARE U\II Recitation. ..

66_3 5
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Annotations:

* As in chapter 11 (Zhiba) the pitch on this syllable goes down. This seems to be due to an oral convention and cannot be known from the manuscript alone.
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