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that the regular rhythm of the second half-line is restored at the expense of the length-
ened third stress-group (3+2). Here the prolonged syllable is always sung on a lower
pitch (g-g-fis g-g).

Although the scale composition changes towards the end of the lament, the general
contour of the tune is retained. The lines performed with the upper step lowered by a
semitone (levels 1.2.1 and 1.3.1) are just lower variants of the melodies previously
used.

Table 14. The melodic contours occurring in Anne Vabarna’s lament

Stress groups I I I v Proportional /
Levels absolute number
I-VIII 1.1.1.1.1 bb-G bb-bb-bb  bb-G fis- G-G 0,500 /20
1.1.1.1.2  bb-bb bb-bb-bb  bb-G fis- G-G 0,500 /20
1.1.1.2.1  bb-bb bb-bb-bb  bb-G- fis G-G 0,259 77
1.1.1.3.1 bb-G bb-bb-bb  bb-G- fis G-G 0,231 /6
1.1.2.1.1 bb-G bb-bb-bb  G-G- fis G-G 0,538 /7
1.1.3.1.1 bbb-bb  bb-bb-bb G-G- fis G-G 0,300 /3
1.2.1 a-a a-a-a a-G fis- G-G 0,200 /10
1.3.1 a-a a-a-a a-G- fis G-G 0,080 /2
Lament I1

A lament sung by Helena Laanetu (1909-1997), recorded at Suure-R&sna village in
1971 (Archives RKM, Mgn.II 2095 b). The lament consists of 33 text lines, being
addressed to the bride's brother. First the girl describes their destination - the farm of
the relatives to whom they are going to take the wedding invitation. Second, she asks
her brother to guide the horse carefully, to prevent an accident from happening in the
forest. The singer was a neighbour of Anne Vabarna and she was well familiar with the
local tradition. But she was a generation younger than Anne and meanwhile the
traditional lifestyle had receded, moving the style of laments closer to that of a song.

The bridal lament is based on a five-step scale (occasionally a four-step one with
a void) that is typical of lyro-epic songs. The main referential pitch 'G' occupies the
middle position. The upper tetrachord is represented by a third tone located three
semitones higher, while the lower tetrachord always has a subquart (d), often comple-
mented by a subthird (es).

Table 15. Scales of Helena Laanetu’s lament

Intervallic composition No. of steps: 4-5 Chord-ambitus Number

in semitones of text lines
1-3-1-3 d es fis G bb v.6 29

4-1-3 d fis G bb v.6 4
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The melody contour has acquired the wavy form of a rise-fall. The rules of variation
are clear: throughout the lament the cadence as well as the initial tone are stable, as
well as the culminating tone 'b' in the beginning of the third stress group. Variants of
the tune differ in unstressed positions (1.2, I1.2,3). The position 1.2, usually fulfilled by
the step 'es' that is higher than the stressed tone, is stable on 85% of cases. This is a
clear proof of the predomination of rules of musical composition here, as the intense
melody contour (d-es-fis) is held more important than the falling prosodic contour of
the text. In four cases, however, the pitch of 1.2 remains level. As far as the motif 'd-d'
of the first stress-group stands in a close correlation with the position IIL1, it is used
for the highest step 'b' of the scale, while the lax beginning is compensated by a
diminished fourth 'fis-bb'. Another position in close correlation with II.1 is IL3. If the
former has the highest step 'b', it is usually preceded by 'fis', sometimes by 'b". In the
latter case, if the maximum pitch has been used in stress group II, the beginning of
stress group III may also begin on a lower step 'g'.

Note 2.

Table 16. The melodic contours occurring in Helena Laanetu’s lament

Stress groups I II I v Proportional /
Levels I-VII absolute
number

1.1.1.1.1 d-es fis-fis-fis bb-g fis- g-g 0,900 /18
1.1.1.1.2 d-es fis-fis-fis bb-g- fis g-g 0,100 /2
1.1.1.2.1 d-es fis-fis-b g-g fis- g-g 0,800 /8
1.1.2.1.1.1 d-d fis-fis-fis bb-g fis- g-g 0,100 /2
1.1.2.2.1.1 d-d fisfis bb-g fis- g-g 0,250 /1
1.1.22.1.2 d-d fis-fis-bb bb-g fis- g-g 0,250 /1
1.2.1.1.1 d-es fis-bb g- fis g-g 0,111 /1

Lament I11

Maarja Pdhnapuu's (b. 1914) lament, Kosselka village (Archives RKM, Mgn. 3190
(6)). The lament, addressed to a village lad, contains 15 text lines. The bride asks why
the young man did not woo her, although she had been waiting for him. Supposedly he
was afraid of the girl getting too little dowry.

The lamenter comes from the southern part of Setumaa, where Setu villages stand
side by side with Russian ones. Being one of the best Setu singers of today, Maarja
Pdhnapuu can improvise on any situation conceivable. But she is the youngest of all
lamenters and lives isolated from the main Setu population.
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The lament tune is characterized by considerable variation: the 15 text lines are
sung on 9 melodic variants, which makes the variance 60%. The scale is changed
repeatedly as well.

Table 17. Scales of Maarja Pdhnapuu’s lament

Intervallic composition in ~ No. of steps:3-4-5 Chordal Number

semitones ambitus of text line
1-3 fis G bb >4 7

4-1-3 d fis G bb v.6 1

3-1-2 es fis G a <4 1

1-3-1-2 d es fis G a p.5 3

4-1-2 d fis G a p.5 3

Note 3.

The least typical element of the lament is the melodic contour that keeps changing all
the time. The falling (Vabarna's kind) and rising-falling (Laanetu's kind) melodies are
missing altogether. Predominantly the melody consists of two-wave contours contain-
ing large intervallic leaps. This leads one to guess that the singer is not familiar with
the rules to compose a lament tune, or has forgotten them. The only formula remaining
stable is the end formula, here starts the chorus following the leadsinger’s part.
Positions 1.2 and II.1 are also quite stable, they constitute the middle part of the first
descending curve (bb-g-fis; a-g-fis). The first curve may also be ascending (d-es-fis; d-
d-bb). The highest pitch (bb; a) is situated et the beginning of the first and the third
stress groups, and therefore the beginnings of half-lines correspond to the rules of
speech melody. Also in this lament melody, the end of the first half-line is the one
filled most freely.

Table 18. The melodic contours occurring in Maarja Pdhnapuu’s lament

Stress groups I II I v Proportional/

Levels absolute number

I-[IX 1.1.1.1.1.1.1 bb-G fis-bb-bb bb-G fis- G-G 0,833 /5
1.1.1.1.1.1.2 bb-G fis-bb-bb bb-G- fis G-G 0,167 /1
1.1.1.1.1.2.1 bb-G fis-bb-bb G-G- fis G-G 0,500 /1
1.1.1.1.2.1 a-G fis-d-a a-G fis- G-G 0,286 /2
1.1.1.1.3.1 a-G fis-es-a a-G- fis G-G 0,333 /1
1.1.1.2.1.1 d-es fis-a-fis a-G fis- G-G 0,500 /2
1.1.2.2.1.2 fis-es d-a-a a-G fis- G-G 0,333 /1
1.1.3.1.1.1 d-d bb-bb-G bb-G- fis G-G 0,500 71

1.2.1.1.1.1  a-G  fis-dd d-d- fis- G-G 0,333 /1
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Conclusion

A Setu lament tune consists of four melody segments, the length of each corresponding
to the length of one stress group. Each melody segment consists of 2-3 syllable-notes.
Of those segments the falling (b-g, b-g-fis, a-g, a-g-fis, g-g-fis) and the level kinds
(71% of the whole material) are in harmony with the rules of Estonian speech
prosody”. Fragments in a cadence are rising if they contain 3 syllable-pitches (fis-g-g).
A rising fragment with the stressed tone sung lower than the following ones is at
variance with the rules of speech prosody. It occurs only in the first half-line. (It never
occurs in Vabarna's lament, while Laanetu has 'd-es' and 'fis-b' and Pihnapuu has 'fis-b',
'd-a', 'es-a', 'd-es', and 'fis-a").

Table 19. Types of pitch movement as measured in the stress groups of three laments;
the percentage, number and sum total ( X ) of the respective stress groups

Lament (singer) Fall % Level >  Cadence # Rise ~

I (Vabarna) 36%(108) 47%(142) 17%(50) O 32300
II (Laanetu) 19%(25) 29%(38) 23%(30) 30%(39) Y132
III (Pdhnapuu) 47%(28)  10%(6) 18%(11)  25%(15) 260
Total 33%(161) 38%(186) 18%(91) 11%(54) 3492

The melody style of a Setu lament seems to bee manifested in a regular pitch structure
in consistent use, while stability in scales and melody contours does not mean their
exact repetition throughout the lament, but rather a varied performance of the melody.
Despite of similar scales, the styles of three commendable Setu singers are differ-
ent enough. While creating the melody each has made her own choices, which points
to differences in musical thinking observable within one and the same genre of folk
song.
1. Anne Vabarna's performance with its stable scale, falling melody contours and
a small proportion (10%) of melodic variants could be classified as ‘lament-like’.
2. Helena Laanetu's style with its continuously rising and falling melody contour
(though the set of scales alternates) and a relatively small proportion (20%) of
melodic variants could be characterized as ‘song-like’.
3. As for Maarja Piahnapuu's performance, it can hardly be called traditionally
stylish, as constant variation applies not only to the melody contour but also to the
underlying scale. The fact that the proportion of variance (60%) surpasses that of
the stable fragments seems to indicate that the singer is either not familiar with the
traditional rules of melody composition or has, for some reason or other, forgotten
how to use them. On the other hand, her performance gives a good example of the

% The prosodic (or suprasegmental) structure of a language contains stress, duration and tone play in the
production of words, determing their lexical meaning (Ilse Lehiste, The phonetics of metrics. - Empirical
studies of the arts, Vol. 10(2): 95-120, 1992.) In Estonian stress is fixed on the first syllable of a word and
it includes a higher pitch.
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Setu wedding lament being adjusted to contemporary music.

Our analysis of the Setu lament tune by means of interactive structuring has proved
that the style of the melodies of bridal laments depends on the status of the lamenting
culture in a certain region at a certain period. In northern Setumaa, where the older
tradition survived longer, the pitch structure of laments is clearer and the rules of
lament performance are observed more strictly. In southern Setumaa, however, where
the tradition of lament weddings ended sooner and the decline of the traditional Setu
society proceeded more rapidly, the melodies of bridal laments are defined less clearly.

Another important indicator is the singer's year of birth: the earlier the year of
birth, the more determinate the lament melody. The underlying rules of a lament tune
have changed during the economic and social transformations that put an end to the
traditional wedding. The shrinking opportunities for the performance of traditional
music meant less chance for learning its rules.

To a certain extent the melodic composition of a lament is also dependent on the
personality of the singer as well as on the addressee of the lament. Emotional singers
have provided appeasing laments with more dramatic features that, beside text ele-
ments, show in an excited rhythm and a saltatory melodic contour. If the addressee has
caused the lamenter to grieve, the lament is used to analyze its possible reasons and it
may well happen that emotions get the better of a generally steady lamenting process.

A comparison of the pitch structures of the three selected laments with those of the
rest of the lament tunes has shown that the favourite melody contour used in this
material has 4-5 steps producing a song-like rise-fall within a flat sixth. The falling
contour of 2-3 steps with the chord-ambitus of a flat fourth, that seems to have domi-
nated earlier, had remained in the minority by the time the laments were recorded.
Lament tunes belonging to neither of the two styles are met rarely indeed. It seems that
Setu laments, representing a pre-Christian world view, have tolerated no more than just
one change of style, the one likening them to songs, but now they are definitely on
their way out, together with the ongoing rapid loss of the live lamenting tradition once
so characteristic of Setumaa.
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