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TPaJMIHOHHOM KyJbType, 4eM TOT, KOTOpbli ObUI XapaKTepeH id COBETCKOM WJIEHHOW INapajnrMel. DTy
IPaHIMO3HYIO 33714y MOKHO BBIIIOJIHUTH, €CIIM NPUBJIEYb K YYACTHIO MIMPOKHE CJIOW HACCJICHHS, TCX TOJEN Ha
MecTax, KOTOpbIe 3HAOT U JI00SAT CBOH (HOIbKIOP, TPAIULIMOHHYIO MYy3bIKY, TPaIMIIMOHHBIC peMECIIa.

C. A. Enemanosa
KA3AKCTAHHBIH PYXAHU MOJIEHUT MYPAJIAPBIH CAKTAY/IbIH O3EKTI MOCEJIEJIEPI

Tyuin
PyXaHyu M3IEHMET Mypasapbl I9CTYp MEH OHEpi KOFaMFa eHI'I3yJIe aybl3/laH —aybl3fa Tapajlblll, )a/lbl1a CAKTa/laThlIH,
QNIEYMETTIK ,MOJIEHH JKOHE TCHXOJNOTMAIBIK KyOblabICTap. Pyxanu MoJeHMET MypanapblH cakray Typaisl KonBeHuus
GOMbIHIIA MEMIEKeT KbI3METi 3 MaHbI3Ibl MIHIETTI KyKTeiimi, onapasl wemneil, FOnecko anaenna KoHBeHUMsiHbI
ajanTauusnayabE Oipinmi Tokcanbl (2017 k. kentokcan) GoiibiHwa ecen Gepe anMaiimbis. bipinwi — PMM Typansl 3an
xkacay, eKinmi —PMM-HiH TipKeyiH/Ti3iMiH/ yITTBIK Ti3iMiH skacay; PMM- i cakray MiHZETTEpIMEH KOFaMHbIH
aKrnapaTTaHybIH apTThIPY.

Tipex co30ep: pyxanu manennet mypanapsl, KOHECKO konpenumscel, Kazaxcran xone FOHECKO, Kasaxcrannbin
aybI31a-Kacibu JacTyprepi.

Saida Yelemanova
AKTYAJBHBIE IIPOBJEMbI COXPAHEHUSA HEMATEPUAJIbBHOI'O KYJbTYPHOI'O HACJIEAUA
KA3AXCTAHA

Abstract

Intangible cultural heritage are original cultural phenomena that are transmitted "from mouth to mouth", existing in
the form of memory, in the form of social, cultural and psychological mechanisms of reproduction of tradition and art in
society. The state's activities in implementing the Convention on the Safeguarding of the Intangible Cultural Heritage are
objectively facing three important tasks, without deciding which we will not be able to report to UNESCO for the first period
of adaptation of the Convention in the Republic (December 2017). The first is the creation of a law on ICH; the second is the
establishment of the National List / List / Register of the ICH; the third is to raise public awareness of the preservation of
ICH.

Keywords: intangible cultural heritage, the UNESCO Convention, Kazakhstan and UNESCO, oral professiohal traditions of
Kazakhstan.

. Janos Sipos
Institute for Musicology, Folk Music and Folk Dance Arhives
Budapest, Hungary

ABOUT THE RESULTS OF A FOLK MUSIC RESEARCH
AMONG TURKIC PEOPLES (1987-2016)

Hungarian prehistory displays a peculiar duality of language and music: the language belongs to the Finno-
Ugric family, while several pre-Conquest strata of the folk music are connected to Turkic groups. Intrigued by
this phenomenon, Hungarian folk music researchers launched thorough comparative examinations quite early; to
mention but the most important scholars: Kodaly (1937-1976) demonstrated Cheremis and Chuvash analogies in
the first place; Bartok (1937a, 1976) drew still valid conclusions about the folk music of Anatolia from a
relatively small material; Vargyas (1953, 1980, 1981, 2002) carried out the comprehensive historical
investigation of the folk music of the Volga-Kama region; Szabolcsi (1933, 1934, 1936, 1940, 1947, 1956)
demonstrated even broader international musical connections after surveying an enormous material; Dobszay
(1983, 1984) and Dobszay-Szendrei (1977, 1992) — applying a novel approach to the Hungarian folk music
material — reviewed the international material in regard to the lament and psalmodic styles, among other things.

In keeping with the noblest traditions of Hungarian folk music research, investigations authenticated by
fieldwork have been going on to this day parallel with theoretical research. Most important among them for my
present dissertation are Bartok’s Anatolian collecting in 1936, Vikar and Bereczki’s areal field research in the
territory designated by the Volga, Kama and Belaya in 1957-1978 (Vikar 1969a-b, 1979, 1982, 1993; Vikar-
Bereczki 1971, 1979, 1989, 1999) and my field research activity among Turkic ethnicities since 1987.
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At the beginning, the main goal of this research series was to explore the eastern relations of the Hungarian
folk music, which gradually broadened into the areal folk music research of the multi-ethnic Volga-Kama-Belaya
region. I further expanded it into the comparative investigation of diverse Turkic-speaking groups living over a
vast Eurasian territory. In the meantime, the study of Hungarian prehistoric connections was also going on.
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Map of the research area

It justifies research into Turkic folk music that these ethnic groups have long been playing salient roles in
Asia, and without the exploration of their folk music the musical world of Eurasia cannot be comprehended.
What makes this research even more interesting is the fascinating diversity of this music as well as the fact that
the connections between the music of these Turkic groups fundamentally differ from their linguistic relations.

In the course of this work a part of the musical map of this vast area stretching from China to Eastern
Europe has been plotted. It is also a fact that no similarly extensive, analytic, comparative folk music research
based on field work has been carried out earlier in Asian territories.

Summary of the research task

The long-term goal of my research is to systematize and compare by musical criteria the folk songs of
Turkic groups and ethnicities living around them. In my works I rarely touch on instrumental folk music, the
repertoire of professional or semi-professional performers, the most recent strata, seldom or just occasionally
discuss art music and the cultural, social and anthropological implications of music are only sporadically
considered, too.

There are close connections between the languages of Turkic groups but their musical stocks are
fundamentally different. Actually, that is not surprising, because these people are, at least in part, Turkified, and
through their substrata they are in genetic and cultural relations with several non-Turkic peoples. My research
therefore has repercussions, apart from the Turkic speaking peoples tied by culture, language and history, upon
their neighbours and partly absorbed other peoples, creating the foundation for an even broader future
comparative ethnomusicological research of Eurasian groups.

This paper is aimed to provide a summary about the findings of my field researches into the folk music of
Anatolian Turks, Azeris, Karachay-Balkars (in Northern Caucasus and Turkey), South-Western and Mongolian
Kazakhs, Turkmens, Uzbeks and Kyrgyz people between 1987 and 2016.

Description of the performed tasks, methods of processing, sources

Sources, collecting work

There were no systematized archives for the investigation of Azeri, Karachay-Balkar, Kyrgyz, Aday and
Mongolian Kazakh, Turkmen and Sufi popular Islamic music, while the Anatolian and other Kazakh collections
were hardly accessible for me. Besides, the material in some archives was poorly annotated, basic genres were
missing, such as laments, lullabies, folk religious tunes etc. That was why I had to carry out extensive field work
among several Turkic ethnic groups.

In the past 30 years I spent a total of some 10 years in areas populated by Turkic groups and collected and
notated some ten thousand tunes. I worked mostly in small villages and tried to finish collecting among an ethnic
group only when the newly recorded tunes were already variants of former recorded ones. The created Turkic
archive belongs to the major systematized and elaborated collections of Azeri, Kyrgyz, Karachay and Turkmen
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folk music anywhere in the world. Concerning the degree of notation and analysis, the Anatolian and Kazakh
sections are also important. This large amount of tunes allowed us to draw unique and reliable conclusions, and
the whole endeavor acquired the value of basic research.

The main groups of tunes I have collected since 1987 are the following: Anatolian Turk (c. 4000 tunes),
Azeri (600), Caucasian and Turkish Karachay-Balkar (1200), western and Mongolian Kazakh (600), Kyrgyz
(1300), Turkmen (500), Sufi Islamic communities (700) and North American Indian (700). My investigations
covered other non-Turkic peoples and religious communities of the area (c. 1400 tunes).

The majority of collected tunes are videotaped, a considerable part of the collection has been digitalized;
cataloguing and uploading them online are in process. I notated the Anatolian, Azeri, Karachay, Kazakh Kyrgyz
and Turkmen tunes and presented large representative selections together with audio- and video-recordings in my
books.

In addition to the works of Hungarian researchers in the Volga-Kama area and their followers articles and
books have appeared about the folk music of some Turkic groups I studied thoroughly (especially Anatolian
Turks and Kazakhs). In most cases, however, there are tune selections (Azeri, Karachay, Kyrgyz) or not even that
(Turkmen). I have studied the local and foreign folk music researchers’ works the great majority of which refrain
from classification, let alone comparative examination. Let me mention here some who make at least partial
attempts at comparison: Lach (1926-1958), Bartok (1976), Beliaev (1975), Vinogradov (1958) and Reinhard
(1957). '

Methods of processing

In my work I have applied the methods of comparative folk music research with great Hungarian
traditions, of which Léaszlo6 Dobszay wrote in an article entitled “The golden age and decline of comparative folk
music research” (2010) the cultivation of which — similarly to him — I also deem vitally important. I resorted to
the methods of ethnomusicology adapted to the currently predominant cultural-social anthropological trends in
smaller communities such as the Sufi Takhtaji, Alevi and Bektashi communities, as well as for in-depth research
among the Aday and Mongolian Kazakh people. During fieldwork I made numberless interviews with musicians
which are still to be processed.

I notated the collected tunes and classified them relying on the methods applied by my predecessors
(Kodaly 1937, Jardanyi-Kerényi 1961, Vargyas 2002, Dobszay-Szendrei 1977, Dobszay 1983) to the
arrangement of Turkic folk music tunes. When comparing the material with Hungarian folk music, I primarily
used Dobszay-Szendrei’s (1992) conception of styles.

I could not choose strictly unified principles for the classification of the examined folk music materials,
because the significantly different musical materials required different criteria of classification. For instance, the
Azeri, Turkmen and Uzbek songs have short lines of a few neighboring tones as against broad-ranged four-lined
pentatonic folksongs implying fifth-shifting. A main criterion of systematization is first of all the melody contour
because the rest of the musical features (e.g. rhythmic scheme, syllable number, gamut, etc.) are less markedly
characteristic of the tunes, and the grouping on their basis can easily be presented in tabular form.

I examined the folk music stocks of the following Turkic groups Anatolian Turks, Sufi Bektashis of
Thrace, Azeris, Turkmens, Uzbeks and Tadjiks, Karachay-Balkars, Kazakhs and Kyrgyzs; as well as the
folksongs of the Tatar, Bashkir and Chuvash groups in the region demarcated by the Volga, Kama and Belaya.
Whenever possible, I tried to made references to the connections between the studied folk music and its
neighbouring folksongs as well as Hungarian folk music.

I examined carefully the Turkic background to Hungarian pentatonic fifth-shifting, lamenting and
psalmodic melody styles and also the children’s games tunes.

Summary of the new scientific results

I can only list here some of the observations and findings about the folk music of different Turkic peoples
and their relations to Hungarian music.

Of similar significance to the systematic collection of this huge material is the analysis and classification of
the different Turkic folk music repertoires, which provides a unique possibility for a musical review of the
studied segments of folk music. The musical classes can be read in detail in different books of mine (e.g. Sipos
1994a, 1995, 1999, 2000a, 2001¢, 2002a, 2004a, 2005a, 2005b, 2009a, 2009¢c, 2014a, Sipos—Csaki 2009; Sipos—
Hoppal 2010, and Sipos—Tavkul 2012, 2015).

Based on publications and collections by other scholars, I reviewed the music of Turkic groups not
analyzed here in detail (e.g. Siberian Turks, Gagauz, Kharaim, Crimean and Dobrudjan Tatar, Uzbek, Tadjik,
Uyghur and yellow Uyghur groups) to which I can only make some reference at most; their inclusion into
comparative research will be the task of a subsequent stage of research, or of a new generation of researchers.

There is little connection between the Turkic peoples’ linguistic and musical relations, probably owing to
the different substrata. E.g. compared to the highly complex forms of Anatolian folk music the linguistically
closely related Azeri folk music has just a few musical forms, and these have hardly any connection with the
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simpler forms of Anatolian folk music. Similarly, compared to the simple narrow-range diatonic tunes of
southwestern Aday Kazakhs, the music of Mongolian Kazakhs living several thousand kilometers away from
them is dominated by pentatonic tunes of passionately undulating melody lines, although the language of. the two
groups is practically identical.

Several complex Turkic folksong repertoires contain contradictory musical strata of different origins (e.g.
Anatolian Turkish, Karachay, Kazakh and Kyrgyz), and at the same time, in the music of nearly every Turkic
group the rate of one or two-lined simple forms is significant, and some repertoires even are wholly traceable to
these elementary forms (e.g. Azeri, Turkmen).

Anatolia’s particularly complex and varied folk music is obviously at least partly a reflection of the
ethnically mixed Byzantine area occupied and Turkicised by the Turks. This is the most complex of all Turkic
song stocks, taking a distinguished place in the list of the world’s folk musics in terms of diversity. However the
linguistically closely connected Azeri, Uzbek and Turkmen folksongs are predominantly simple, narrow-range
tunes pointing to Iranian and in part Caucasian relations.

The music of Karachay-Balkar and Noghay people living on the northern slopes of the Caucasus is far
more complex than the music of the Southern Caucasian groups and it differs in its substrata as well. In the
former music there are several musical layers that can be found also among neighbouring Caucasian groups and
were presumably borrowed by the Turkic groups from them. The music of the Azeris more to the south of the
Caucasus displays Iranian influences as well.

Kyrgyz, and particularly Kazakh folk music is also complex, but it comprises different musical layers than
the Anatolian music. The pentatonic layers of the equally diverse Uyghur and yellow Uyghur folk music lead
over to the musical realm of the Northern Turkic-Mongolian-Chinese pentatonic musical world.

The zone of pentatonic Turkic music stretches from China through the Uyghurs, Mongolians, South
Siberian Turkic groups, and the northern and eastern Kazakh areas to the Chuvash, Tatar, Bashkir people in the
Volga-Kama-Belaya area, and also characterizes most of the old (and some newer) strata of Hungarian folk
music. Among the northern and eastern Turkic groups only the music of the Yakuts (Sakhas) living scattered over
an enormous area to which they arrived relatively late is not pentatonic. However, the Turkic tunes using
pentatonic (and partially pentatonic) scales take a great variety of forms, and the different pentatonic scales are
not represented with equal weight in the repertoires of these peoples, aptly illustrated by the common and
different strata of e.g the Cheremis, Chuvash, Tatar, Bashkir and Mongol folk music. The pentatonic phenomena
of Russian, Finno-Ugrian and other peoples must be subject to a different research program.

The Turkic ethnic groups living more to the south have predominantly diatonic folk music of narrow-range
simple melodies. Mainly in Anatolia and some central and southern Kazakh and partly Kyrgyz areas can one
come across more complex, non-pentatonic tune forms. In harmony with that, the use of micro tones is more
frequent in the southern Turkic areas (Anatolian Turkish, Azeri, Turkmen, Uzbek music), being less dominant in
the middle strip of the territory (Karachay-Balkar, Kyrgyz, Kazakh areas) and is negligibly rare in the pentatonic
belt. Within diatonic scales, the minor-character scales are overrepresented among the studied groups, while
scales with the major third (mostly of major character) are found among the Karachay-Balkars and Kyrgyz in
greater proportions.

Despite the significant differences among individual Turkic folk music repertoires, some common musical
traits and even musical strata can be observed. For example there are fifth-shifting tunes in the music of Turkic
groups around the Volga-Kama-Belaya and of other Turkic peoples, Hungarians and Mongolians. Also there is a
Turkic background of the Hungarian (and international) lament style, psalmodic, descending pentatonic and fifth-
shifting tunes as well as songs of children’s games. By way of an example I mention the narrow-range Phrygian
tune group of two short lines, which do not coalesce into a massive stratum in Hungarian folk music but are
saliently important in Anatolian, and particularly in Azeri, Turkmen, Uzbek and Aday Kazakh folk music.

Grouping of Turkic folk music stocks, Hungarian connections, situation of comparative research

Before presenting the summary tables let me repeat that repertoires of Turkic folk music are often related
to the music of neighbouring. groups and people they have integrated. In the south there are strong Iranian
contacts (Azeri, Anatolian, Turkmen, Uzbek), in the north and east relations to the more broadly arched
pentatonic music of the Mongols can be gleaned (Mongolian and eastern-northern Kazakhs, some Siberian Turks,
Chuvash, Tatar, Bashkir people), while in the region of the Caucasus musical fusion with the Cherkes, Kabard,
Alan and other Caucasian peoples can be observed (Karachay-Balkar, Nogay). The music of Turkey (also)
mirrors the culture of absorbed and Turkified substrata to a great extent, the music of Siberian Turkic groups is
basically pentatonic but their music so fundamentally differing from the pentatonic forms of the Mongol-Volga-
Kama area requires further thorough comparative investigations. The motivic music of the Yakuts, who migrated
to their current area later, also needs further studies as this music differs from the other Turkic repertoires and has
forms that are similar to the motivic music of some Finno-Ugrian groups.
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Table 1 gives a grouping of Turkic folk music stocks. Group 1 includes the Anatolian Turks with their
highly complex non-pentatonic music. Group 2 includes the Azeris who are closely tied to Caucasian and Iranian
traditions, and the Turkmens with strong Iranian musical impacts. Group 3 comprises the northern Turkic groups
with dominantly pentatonic music: Tatars, Bashkirs, Chuvash and Siberian Turks, with more or less relation to
the pentatonic practice of Mongol people. In group 4 the Uzbeks with ties to the Iranian Tadjiks can be seen as a
separate entity with some connection to the Turkmens. Group 5 includes the Kazakhs living over a vast territory
with their highly compound folk music displaying ties toward south and east. Group 6 includes the Kyrgyz with
maybe some connection to Khakas and some Altaic tribes.

3. Tatar, Bashkir, Chuvash and Siberian Turk (~Mongol
and Southern Cheremis)
e 1. Anatolian Turk ®2. Azeri (~Caucasus) and 4. Uzbek (~Tadjik) e 5. Kazakh
Tirkmen (~Iranian)
o6. Kyrgyz (Khakas and some
Altaic tribes)

Table 1. A grouping of Turkic folk music stocks

Table 2 illustrates that in the music of which examined Turkic repertoire certain old Hungarian folk music
styles can also be demonstrated. This is discussed in detail in other books of mine.

Hungarian folk music form Turkic analogies

small forms of lament Anatolian Turkish, Azeri and Kyrgyz; to lesser extent: Karachay-
Balkar, Tiirkmen, Aday Kazakh and Tuvan

pentatonic descending tunes, including | Volga-Kama-Belaya-region (Chuvash, Cheremis, Tatar), Mongol,

fourth- and fifth-shifts Uyghur, yellow Uyghur; to lesser extent: Karachay-Balkar

,, Psalmodic” tunes Anatolian Turkish, Aday Kazakh, Karachay-Balkar, Caucasian Avar
tunes built of twin-bar motifs rotating | Anatolian Turkish; to lesser extent: Karachay-Balkar. This type lives in
around the middle note of a trichord in Azeri dance tunes and in a form of Muslim prayers

,,Regds” Tunes Karachay-Balkar

returning (domed) structure Karachay-Balkar, Kyrgyz, Anatolian Turkish and Kazakh. This form is

a new development in Turkic music.
Table 2. Turkic parallels of some Hungarian folk music styles

Table 3 is meant to demonstrate the situation of Turkic folk music research at the moment. We have a
relatively clear picture of Oghuz, Kipchak and Chuvash folk music. That is promising because considering their
numeric rate, state-creating ability and the size of the area they populate, these ethnic groups comprise the bulk of
the Turkic-speaking populace. In the table, I indicate my collections in normal bold type, Vikar-Bereczki’s
collections in italicized bold type, and the groups whose music has not been included in this comparative research
yet are put in parentheses.

location

I.1 | Oghuz south-west Anatolian Turk, Azeri, Turkmen, (Gagauz)

1.2 | Kipchak north-west Kyrgyz, Kazakh, Karachay, Balkar, Bashkir, Kazan Tatar,
(Crimean Tatar, Kharaim, Karakalpak, Nogay, Kumyk)

1.3 | Turkestani east Uzbek, (yellow Uyghur, modern Uyghur, Salar)

1.4 | Siberian north (Siberian Tatar, Altay, Shor, Chulim and Abakan Tatar, Khakas,
Tuvan, Kharagas or Tofa)

1.5 | Khalaj -

1.6 | Yakut : (Yakut)

1I. | Bulgar-Turkic branch Chuvash

Table 3. Linguistic classification of Turkic peoples

Folk music research, as part of the social sciences, cannot propose finite, petrified theories, and research
into the folk music of Turkic ethnicities is far from being completed. Not only entire ethnic groups are missing,
but several tasks are still to be done concerning the already studied musical stocks as well.

Collecting work must go on, the relics of traditional tunes and the contemporary repertoire must be
surveyed. It is important to create a possibly large, well-documented, accessible (online) digitalized archive; to
monographically elaborate the music of certain regions and ethnic groups; to carry out the comparative analysis
of the tune stock of Islamic folk religion, among many other tasks. It remains for future research to involve the
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folk music of Turkestani and Siberian Turkic groups, of smaller Khalaj and Yakut communities, and to continue
' the Kazakh and Anatolian research. Most of these tasks await local colleagues and international work teams such
f as the Music of the Turkic-speaking World ICTM team I have founded.

' Despite the many tasks ahead of us, I hope that proceeding along the path signposted by our great
predecessors, my results in the collection and comparative analysis of the folk music of this enormous area have
~ contributed to its better understanding. I also hope my investigations will be of help to the practitioners of
comparative folk music research and ethnomusicologists adopting the methods of cultural anthropology alike, so
that the foundations of an even broader comparative musical research of Eurasia involving even more ethnic
groups shall be firmly laid. The review of the folk music of the vast Eurasian territory may also provide data for
the confirmation or, conversely, the modification or reconsideration of some results of the prehistory of
Hungarian folk music. Finally, a classified, systematized folk music material may help music education, and a
large folk music database provides the possibility to illustrate the musical culture of the peoples concerned.
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A. Cunow
TYPKI XAJIBIKTAPbI APACBIHJIAFBI JOCTYPJII MY3bIKAHBI 3BEPTTEY HOTHKEJIEPI (1987-2016%x)

Tyiiin
Makana MeniH 1987 xone 2016 xbuigap apaibiFblHOaFbl Ke3eHIE aHAaTONMs TYDPIKTEPiHiH, asepbalixaH, Kapaluaii-
6ankap (Typkusna xone Conr.KaBkaszga) , OHTYCTIK-Garbic JK9HE MOHFON Ka3aKTapbIHBIH, TYPIKMEH, ©30eK XoHe
KbIPFBI3NApBIH XalbIKTBIK MY3bIKaChlHA JKacalfaH MEHIH JanaiblK 3epTTeyJepiMHIH KbICKalla WoNyblHa apHanazasl. Typki
XaJIbIKTaphsl MY3bIKachIHBIH pernepTyapbl Ke0iHece Keplli TonTap MeH olapAbl OIpiKTipreH aaamaapiblH MY3bIKAaChHIMEH
GaiinanbicTbl. TypKi XalblK My3bIKaCBIHBIH XK€Ke JCTYpJepi apachblHAarbl aTapiblKTai aiblpMallBUILIKTApFa KapamacTaH,
KeHO1p My3bIKabIK OPTaK 9yeHAEp/l XaHe TINTi My3blKaNblK KabaTrapasl Gaiikayra Gonanbl.

Tipex co30ep: TYpPKITiNAEC XaNbIKTapAblH MY3bIKAChl, TYPKi XaJlbIKTapblHbIH MY3bIKabIK KIaCCH(MUKALMACHI, MY3bIKabIK
TIOPKOJIOTH.
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