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Abstract  

This thesis investigates the social practice and cultural value of mountain singing among women 

in Friuli Venezia Giulia. Even with women's longstanding participation, their contributions have 

received limited attention in academic and regional narratives, which have historically privileged 

masculine, military-associated traditions. 

Using a qualitative research design, this study conducted 15 semi-structured interviews with 

female choir members across the region. Data were analyzed through thematic analysis to 

identify how women perform, learn, and transmit these oral traditions. The findings demonstrate 

that mountain songs are not only musical repertoires, but living social practices through which 

women negotiate identity, memory, and a sense of belonging. The research reveals that women 

act as active custodians of cultural heritage, contributing to the maintenance of the social 

environments where these traditions evolve. By centering women’s voices, the thesis argues that 

their labor and practice provides the essential social infrastructure for cultural continuity. This 

study challenges dominant regional discourses and contributes to broader debates on intangible 

cultural heritage (ICH) and gender, offering a more inclusive understanding of mountain singing 

as a dynamic, female-led practice. 

 

Keywords: mountain singing, women, connection, intangible cultural heritage, gendered 

perspective, Friuli Venezia Giulia landscape, cultural transmission, identity, memory, community, 

place identity.  
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Introduction  

This introductory chapter provides the conceptual and contextual background of the study. It 

introduces mountain singing as intangible cultural heritage, presents the case of Friuli Venezia 

Giulia, explains the focus on women's experiences, and outlines the research questions, aims, 

and objectives. 

Context: intangible cultural heritage and mountain singing practice  

In the UNESCO framework, cultural heritage can be divided and categorized into tangible 

(monuments, historical buildings, or tangible artefacts and etc) and intangible (practices, 

representations, expressions, knowledge, and skills that communities, groups, and individuals 

recognise as part of their cultural heritage and continuously recreate in relation to their 

environment, history, and social interactions) (UNESCO, 2003). From this perspective, heritage 

is not a static inheritance from the past, but a dynamic process through which communities 

assign meaning to their lived experiences, construct collective identities, and maintain a sense of 

continuity over time.  

Among many forms of intangible cultural heritage, this study decides to investigate the practice 

of singing. Especially in mountainous regions and communities, singing has particular meaning 

because it is deeply interconnected with place, experiences of community life, and the 

transmission of local knowledge and traditions. Mountain communities in the Alps, and 

specifically in Friuli Venezia Giulia,  have historically been shaped by environmental constraints, 

geographic isolation, agro-pastoral livelihoods, and a strong reliance on collective cooperation 

(Viazzo et al., 2010; Bianco, 2001). In this context, mountain singing can be understood as a 

collective practice that contributed to strengthening social bonds in geographically isolated 

settings characterized by dispersed settlements and interdependent community relations (Viazzo 

et al., 2010; Ledinek Lozej, 2019). Daily activities related to pastoralism, agriculture, and village 
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life created opportunities for shared participation and cultural exchange, making singing not only 

an artistic expression but also a means of constructing and sustaining social life (Bianco, 2001; 

Ledinek Lozej, 2019). Through singing, individuals do not simply describe the mountain 

landscape; they actively construct and reinforce emotional, social, and symbolic relationships 

with it (Feld, 1996; Ingold, 2000).  

Case Study: Friuli Venezia Giulia region 

The researcher decides to investigate as a case study the Italian mountain region Friuli Venezia 

Giulia, because of its particular characteristics and geographical, cultural, social and linguistic 

diversity and plurality.  

1.​ Geographical, cultural and linguistic overview 

Friuli Venezia Giulia is a region in the north-east of Italy, near Austria and Slovenia, as 

illustrated in Figure 1.  

Figure 1 -  Eaglefvg 

The regional territory includes Alpine and pre-Alpine mountain areas, extensive hills, plains 

crossed by rivers, and a coastal area overlooking the Adriatic Sea (Regione Autonoma Friuli 

Venezia Giulia, 2024). The mountainous area is a large part of the region, as it can be seen in 

Figure 2 where the mountainous areas are the greener parts on the map.  
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As illustrated in Figure 2, first, the province of Udine covers the areas of Alpi Carniche and Alpi 

Giulie (historic and cultural zone of Carnia). Second, the province of Pordenone, on the other 

hand, encompasses part of the Dolomiti Friuliane. Third, in the province of Gorizia, there are the 

Carso Plateau and the eastern PreAlpi Giulie. Finally, the province of Trieste is characterised by 

Carso Triestino (Figure 1 & 2) (Regione Autonoma Friuli Venezia Giulia, 2024). 

Figure 2 - Eaglefvg 

The borderland position (Austria and Slovenia) has historically created intense political, 

economic, and cultural exchanges, contributing to the development of a multicultural and 

multilingual reality. For this reason, in the region there is a strong coexistence of different 

linguistic groups and cultural identities: Italian, Friuliano/Furlan (a historical and officially 

recognized minority), Slovene, and German (ARLeF, 2023; European Commission, 2022).  

From a social and cultural perspective, Friuli Venezia Giulia maintains a strong connection with 

local traditions, community practices, and oral heritage, especially in mountain areas, where a 

sense of territorial belonging continues to represent a central aspect of collective life.  
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2.​ Mountain songs and choirs presence in the region  

In Friuli Venezia Giulia, the coexistence of different cultural identities has contributed to a 

plurality of musical traditions and folk song repertoires, reflecting the historical and cultural 

complexity of the region (Coltro, 2010; Pavan, 2007). In this context, singing plays an important 

role in the construction of collective identity and the transmission of local memory. Traditional 

songs often express aspects of mountain life, labour, migration, territorial belonging, and 

historical events that have shaped the region (Coltro, 2010; Leydi, 1973). 

During the twentieth century, and after the World Wars, the Associazione Nazionale Alpini 

(ANA) played a significant role in the diffusion and institutionalisation of mountain singing. 

Through the creation and support of male choirs associated with Alpine and military traditions, 

the ANA helped consolidate a repertoire centred on mountain landscapes, military experience, 

comradeship, and collective memory (Leoni, 2015; Associazione Nazionale Alpini, n.d.). For this 

reason, the mountain choir became a masculine space linked to the symbolic figure of the Alpino 

and to values such as brotherhood, sacrifice, and mountain identity (Leoni, 2015; Associazione 

Nazionale Alpini, n.d.). 

At the same time, the strong choral culture of Friuli Venezia Giulia encouraged the development 

of numerous women’s choirs, particularly from the late twentieth century. Women have long 

participated in singing practices within families, parishes, local communities, and cultural 

associations, where songs are learned, performed, and transmitted across generations (Bithell, 

2006; Porter, 1998). Through these practices, women have played a fundamental role in 

preserving, reinterpreting, and transmitting local singing traditions and intangible cultural 

heritage, contributing to the continuity and contemporary meaning of regional musical culture 

(Bithell, 2006; Porter, 1998). 
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Why women’s voices matter  

Friuli Venezia Giulia possesses one of the most deeply rooted choral traditions in the Alpine area, 

where singing has historically accompanied community life, religious celebrations, and social 

gatherings. However, the public identity of this tradition has long been defined and 

institutionalized by a masculine narrative associated with military experience, brotherhood, 

sacrifice, and the symbolic figure of the Alpino. While public memory has largely privileged these 

narratives, women have historically acted as active custodians of singing traditions in private 

and communal spheres. They have sustained family practices, led parish singing, and facilitated 

intergenerational transmission, but their contributions have remained largely invisible within 

dominant regional narratives. This research emerges from this tension and paradox, which will 

be more illustrated in the Research Gap section of the Literature Review. 

This invisibility reflects not only the omission of women’s contributions but also a broader 

process through which cultural memory is selectively constructed. When women’s experiences 

are overlooked, understandings of mountain singing become partial and gendered, obscuring the 

social mechanisms through which traditions are maintained and transmitted. Women’s voices 

are essential to a complete understanding of Friulian heritage, as they represent a key element of 

communities. By placing women at the centre of the analysis, mountain singing can be 

understood not as a static military legacy but as a dynamic and living practice sustained through 

everyday participation, care, and cultural transmission. 

Addressing this invisibility is both an analytical and ethical necessity. Recognizing the role of 

women means acknowledging their contribution as vital actors of regional memory, cultural 

continuity, and community resilience. 

Research question: aim and objectives 

This study is guided by the following main research question: 
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How are mountain songs socially practiced and culturally valued among women communities 

in the mountains of Friuli Venezia Giulia? 

The study will try to contribute to a deeper understanding of the social practice, transmission, 

and cultural significance of oral mountain songs as forms of cultural heritage, with particular 

attention to women’s experiences and perspectives. 

To address the main research question, the study focuses on three sub-research questions: 

1.​ How are mountain songs performed, learned, and transmitted in women’s communities 

in Friuli Venezia Giulia? 

2.​ What meanings and cultural values do women attribute to mountain songs in relation to 

identity, memory, and heritage? 

3.​ How do women perceive their role in preserving, carrying, and transmitting mountain 

song traditions as forms of cultural heritage? 

These sub-questions allow the research to investigate the relationship between social practice 

and cultural value while also considering dimensions such as gendered experiences, 

intergenerational transmission, continuity, and change. 

The two main objectives of this study are: 

●​ To document and analyse the social contexts, practices, and transmission of oral 

mountain songs among women in the mountains of Friuli Venezia Giulia. 

●​ To explore how oral mountain songs contribute to identity, memory, attachment to place, 

and gendered cultural heritage in women’s communities. 

In this way, the research aims to contribute to the fields of cultural heritage studies and gender 

studies by addressing the limited attention given to women’s perspectives on oral traditions and 

mountain song practices in Friuli Venezia Giulia. 
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Literature Review 

This literature review explores women’s mountain singing in Friuli Venezia Giulia through 

perspectives from ethnomusicology, heritage studies, gender studies, memory studies, and 

place-based approaches. It examines singing as a social practice linked to identity, memory, 

heritage, and belonging, focusing on gendered spaces, cultural transmission, and the relationship 

between voice and place.  

1. Singing as Social Practice 

Singing is not a fixed cultural artefact but a situated, performative, and relational activity 

produced through participation, repetition, embodied interaction, and shared meanings in 

everyday social contexts (Small, 1998; Turino, 2008; DeNora, 2000). Meaning emerges through 

performance, while oral traditions function as dynamic processes of narrative and social 

formation (McLaren, 2019). Small’s (1998) concept of musicking is central to this perspective, as 

it understands music not as an object but as an activity constituted through social relationships. 

Moreover, Turino (2008) argues that participatory singing reinforces collective engagement and 

social cohesion through active communal involvement. In addition, DeNora (2000) highlights 

how music contributes to the construction of emotional environments, identities, memories, and 

relationships in everyday life. This understanding is extended by Kapchan (2003, 2017), who 

emphasizes the embodied and affective dimensions of voice, viewing performance as a sensory 

and relational experience through which meaning is negotiated and shared. 

2. Women and Gendered Spaces 

From the Small's (1998) concept of musicking, the Turino's (2008) understanding of 

participatory music-making, and from feminist perspectives on gendered space (Butler, 1990; 
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Giri, 2023), singing is a social arena in which women negotiate identities, create meanings, and 

contribute to the production and transmission of cultural heritage. 

In her ethnographic work in Himalayan contexts, Narayan (1997) demonstrates that women’s 

singing is not only a form of cultural expression but also a relational practice through which 

social bonds, belonging, and emotional expression are sustained, particularly in constrained 

social environments. She also challenges essentialist understandings of a singular “female voice,” 

emphasizing instead the experiences of situated performers and the specific social conditions in 

which singing takes place. This perspective pays attention to how women understand and 

describe their participation in singing through emotions, social relationships, and community 

roles. 

Giri (2023) argues that women should be understood not as passive transmitters of tradition but 

as active custodians and interpreters of oral musical heritage. Songs can represent social 

memory, moral values, and forms of commentary on community life, making singing a space in 

which cultural authority, intergenerational relationships, and agency are negotiated through 

performance. This perspective can also be linked to hooks’s (1989) reflections on voice, 

marginality, and community, which highlight how women’s collective spaces can function as 

sites of solidarity, recognition, and resistance. Moreover, Butler’s (1990) concept of gender 

performativity helps explain how gender identities are continuously produced through repeated 

social practices. In this sense, singing becomes a practice through which women perform, 

negotiate, and reshape gendered roles. 

3. Oral Transmission and Cultural Memory 

Oral tradition and cultural memory are processes through which knowledge, history, and identity 

are transmitted through listening, imitation, repetition, and intergenerational participation rather 

than through fixed written forms (Assmann, 2011; Bourdieu, 1977; Vansina, 1985). Ong (1982) 
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describes oral traditions as situational and performative, while Rubin (1995) understands them 

as cognitively structured forms of collective remembering. Oral traditions involve active 

processes of social reconstruction. In addition, Halbwachs (1992) argues that remembering takes 

place in social frameworks through communal interaction. Moreover, Vansina (1985) emphasizes 

that oral traditions are continually reshaped through transmission, performance, and 

reinterpretation over time. Assmann (2011) notes that communicative memory depends on living 

social relations and can therefore be vulnerable to social change and generational discontinuity. 

This perspective is reinforced by Connerton (1989), who argues that collective memory is 

sustained through embodied and habitual practices. Remembering is not only cognitive but also 

corporeal, making singing a form of embodied memory through which cultural knowledge is 

repeated and reproduced across generations. Bourdieu’s (1977) concept of habitus explains how 

cultural practices are learned through socialization, repetition, and everyday participation. 

Singing traditions are therefore transmitted not only through explicit teaching but also through 

long-term immersion in communal environments where repertoires, values, and practices 

become normalized through participation. 

In this framework, songs can be understood as “living archives” through which memory is 

continually reactivated in performance. Ethnographic research on Andean harawi traditions 

demonstrates that continuity often depends on older women singers who act as custodians of 

cultural knowledge (Gomez et al., 2026). Studies of Palestinian hikaye storytelling show that oral 

transmission frequently occurs in domestic and gendered spaces through intergenerational 

exchanges among women (Abu-Lughod, 1990; Sa’ar, 1998). These examples illustrate how 

memory is sustained not only through preservation but through everyday practice. 

4. Cultural Heritage and Intangible Cultural Heritage 
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Cultural heritage is not a neutral container of traditions but a social and political process shaped 

by institutions, power relations, and contested meanings (Smith, 2003). Heritage is understood 

as a negotiated field in which meanings and values are continuously produced, contested, and 

legitimized. In this context, the question is not only how mountain songs are preserved, but also 

how women define, value, and position themselves in relation to these practices. UNESCO’s 

Convention for the Safeguarding of the Intangible Cultural Heritage (2003) defines heritage as 

“living heritage,” transmitted across generations and continually recreated by communities in 

response to their social and environmental contexts. 

At the same time, heritage governance can reproduce inequalities by privileging certain cultural 

expressions over local or gendered forms of knowledge (Blake, 2009). Critical heritage scholars 

argue that institutional recognition may transform fluid cultural practices into fixed objects of 

preservation. Smith’s (2006) concept of the Authorized Heritage Discourse (AHD) highlights how 

institutional frameworks often privilege monumental, elite, and masculine forms of heritage 

while marginalizing everyday, embodied, and community-based practices. Moreover, 

Kirshenblatt-Gimblett (2004) understands heritage as a process through which cultural practices 

are selected, reframed, and represented as heritage. Heritage does not simply exist but is socially 

produced through processes of recognition, interpretation, and institutionalization. In addition, 

Harrison (2013) argues that heritage should be understood as a dynamic social practice 

embedded in everyday life, emerging through ongoing relationships, continuity, and cultural 

negotiation. 

5. Place, Landscape, and Voice 

Voice and singing practices are deeply connected to specific places, landscapes, and 

environments, contributing to the production of place-based identities (Feld, 1996; Ingold, 

2000). Yellowhorse (2020) argues that voice cannot be separated from territory. Voice is a form 

of storytelling through which identity and landscape are narrated. Moreover, Feld’s (1996) 
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concept of acoustemology frames sound as a way of knowing and inhabiting the world, 

suggesting that voice and sound are not only expressive practices but also forms of 

environmental and spatial relationship. 

This perspective can be also linked to Tuan’s (1977) concept of topophilia, which describes the 

emotional bonds people develop with places, and to Relph’s (1976) argument that place identity 

emerges through lived experience and belonging. Singing practices contribute to this sense of 

insideness by reinforcing emotional attachment to mountain communities and local cultural 

environments. In addition, Ingold (2000) argues that landscapes are continuously produced 

through practice, movement, and sensory engagement, meaning that singing participates in the 

lived experience of place rather than existing separately from it. Moreover, Bohlman (2011) 

demonstrates how musical practices contribute to the construction of regional and cultural 

identities connected to specific territories and histories. 

Conceptual Model  

The conceptual model for this study, represented in the mental map (Figure 1), illustrates the 

relational connections between women practitioners, their environment, and the production of 

cultural heritage. The model follows a circular and interactional logic in which several factors 

converge to produce cultural meaning. 

Women are positioned at the centre of the map, reflecting the study’s feminist framework and 

its focus on women’s voices and interpretations. In this model, women are understood as the 

primary subjects who sustain the tradition rather than as secondary participants in a masculine 

narrative. 

Four interconnected factors shape the practice and interpretation of mountain singing. First, 

social and relational practices highlight the role of gathering and collective participation, where 

social bonds are both a condition for and an outcome of singing. Second, memory and 
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intergenerational transmission connect past and present: preservation and transmission of 

knowledge, experiences, and traditions across generations. Third, the embodied dimension 

recognizes that heritage is experienced through the voice, the body, and emotions. Finally, 

landscape and territory are understood not as a background but as a central component of 

identity, where voice and landscape are mutually constitutive. 

Together, these dimensions contribute to women’s agency. Through the interaction of social 

practice, memory, embodiment, and place, women emerge not as passive recipients of tradition 

but as active custodians who continuously sustain, reinterpret, and reproduce cultural heritage. 

 

 

Figure 1, Mental map created by the researcher (2026) 

Research gap  

The study of choral traditions and folk singing in Friuli Venezia Giulia is an extensive and 

well-established field. For decades, scholars have documented the historical and symbolic 

significance of singing in Alpine communities, examining musical structures, poetic forms, and 

regional repertoires. However, much of this foundational literature, represented by the work of 
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scholars such as Leydi (1973), Carpitella (1973), and Lomax (1968), has primarily approached 

mountain songs as cultural artefacts. Their focus was on documenting repertoires and preserving 

traditions through the analysis of musical and aesthetic characteristics, often treating the song 

as a fixed artistic object rather than a lived process. Small (1998) and Turino (2008), through a 

theoretical shift, have emphasized the social and relational dimensions of music through the 

concepts of “musicking” and “participatory performance”. However, these frameworks have not 

been sufficiently applied to the specific cultural landscape of Friuli Venezia Giulia mountain 

singing. Moreover, even if feminist ethnomusicologists like McClary (1991) and Koskoff (1987) 

have exposed the marginalization of women in academic narratives, a "gendered silence" still 

persists in the specific study of Alpine traditions. There is a recurring contradiction in existing 

scholarship: women are often acknowledged as central to oral transmission and community 

participation, but they remain underrepresented in the historical accounts that document these 

very traditions. 

This study identifies a significant research gap: while the masculine and military-associated 

narratives of mountain singing are well-documented, there is limited academic understanding of 

how women experience, interpret, and sustain these practices. From an analytical perspective, 

excluding women from the study of mountain singing produces an incomplete understanding of 

the practice itself. If singing is defined as a social activity, then the experiences of those who 

enact it are essential for understanding how traditions are maintained and transformed. This gap 

also has critical implications for how Intangible Cultural Heritage (ICH) is understood. According 

to the UNESCO (2003) Convention, traditions survive not through static preservation but 

through continuous recreation and social interaction. When women’s experiences remain absent 

from academic accounts, the actual mechanisms through which heritage is reproduced and kept 

alive become only partially visible.  

This thesis argues that centering women’s voices provides an opportunity to reconsider the 

nature of mountain singing as a relational and participatory practice. By addressing the limited 
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attention given to women’s perspectives in current scholarship, the study seeks to challenge the 

“Authorized Heritage Discourse” and contribute to a more inclusive and comprehensive 

understanding of intangible cultural heritage in the mountain areas of Friuli Venezia Giulia. 
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Methodology  

Methodological approach  

As a methodological approach, this study adopts a qualitative research design through 

semi-structure online interviews. The aim is to explore meanings, practices and socially 

constructed realities or have more insights on a certain phenomenon (Denzin & Lincoln, 2018, 

Singh 2021). Starting from the research question, the focus is on understanding lived experiences 

rather than measuring variables. The semistructured interview method is used to allow the 

participants to describe their own perceptions and insights on a certain topic (Eze, 2023). The 

aim is to receive as much information, as possible, about the personal perceptions, feelings, 

experiences and memories of singing from a gendered perspective. Moreover, interviews provide 

benefits for both the researcher and participants. During each interview, the researcher can take 

notes for herself to understand better what the respondent is trying to express, and the interview 

is also video/audio recorded using digital tools (Jamshed, 2014). Recording the interviews, it is a 

useful technique to rewatch all of them and capture more information. The semi-structured 

format allows follow-up questions, which may reveal unexpected insights, enriching the data 

analysis process (Kakilla, 2021).  

Data collection  

Data are collected through semi-structured online interviews, which provide flexibility and 

capacity to have rich, in-depth accounts of participants’ experiences and perspectives (Kallio et 

al., 2016). The interview guide is developed based on the research question, covering themes 

such as singing practices, social contexts, meanings attributed to songs, and gendered 

dimensions of participation. Interviews are conducted online, through Google Meet and 

Whatsapp calls, which facilitated access to geographically distant participants and ensured 
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feasibility. Online interviewing has been shown to be effective in qualitative research, 

particularly when physical access to communities is limited (Archibald et al., 2019). Each 

interview lasts approximately 30/50 minutes and is audio and video recorded with participants’ 

consent. The participants who agreed to be audio and video recorded, the researcher uses Google 

Meet platform through research’s institutional account. Instead, the participants who agreed to 

be only audio recorded, the researcher uses normal phone calls through Whatsapp.   

Recruitment procedure and sampling  

The participant recruitment process was carried out by the researcher through a preliminary 

selection based on gender, with the aim of investigating mountain singing practices in female 

communities in Friuli Venezia Giulia. Choosing to investigate choral groups was a strategic 

decision in order to gather direct perspectives from women who actively practice singing. The 

researcher carried out an online search using her institutional email address to find contacts 

through the official website of USCI Friuli Venezia Giulia (USCI Friuli Venezia Giulia APS | Cori 

Friuli Venezia Giulia). Further contacts were obtained through the gradual development of a 

network of relationships between choirs and participants, generating a snowball sampling effect. 

The choirs were then contacted directly via email with a request to participate in the study. The 

mountainous geographical areas involved in the research include the provinces of Udine, Gorizia 

and Trieste. Among the choirs that responded positively were four choirs: two of them from 

Trieste Province, one of them from Gorizia province and one of them from Udine. In total, the 

researcher conducted 15 interviews with members of these four. Four participants are from the 

age range from 19 to 30 years old. The other participants are from the age range from 40 to 70 

years old.  
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Participants  

To give a general overview of the participants and the interviews, the researcher creates a table 

divided in categories (Table 1, 2026). The quotations included in the text have been coded using 

the abbreviation “I” (Interviewee) followed by the identification number assigned to each 

participant, the age range of the interviewee and the location of the province of the hometown. 

For instance, the age range will be considered in this way: the interview is 44 years old, the age 

range used will be 40-50. In addition, the province of the participants is coded using Pr. Trieste/ 

Pr. Gorizia/ Pr. Udine. All the participants are women, so the gender identification here is not 

needed and taken for granted, because of the purpose of investigating female perspectives. This 

table is not intended to support statistical analysis or comparison, but to make the empirical 

basis of the study transparent and to contextualize the range of perspectives. For ethical 

consideration, it is essential to preserve the participant’s anonymity. Because Friuli Venezia 

Giulia is a relatively small region and local choirs and cultural associations are often familiar 

with one another, even limited socio-demographic information could make participants 

identifiable. For this reason, exact ages have been replaced with age ranges, and other 

demographic details have been omitted from the participant table. Particular care was taken with 

two participants who were the only members of their respective choirs to take part in the study. 

As the researcher does not know the exact size of these choirs, there is a possibility that these 

participants could be recognised in their communities. All potentially identifying information has 

been removed to ensure confidentiality and protect participants' privacy. 

Table 1  - Participants involved in the study created by the researcher (2026) 

Interview  Age  Hometown and 

province  

Date and duration of 

interview  
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Number 1 (I1) Range from 50 to 60 Santa Croce 

(Trieste) 

08/05/2026 

Around 30 minutes  

Number 2 Range from 20 to 30 Aurisina (Trieste) 08/05/2026 

Around 40 minutes 

Number 3 Range from 60 to 70 Sagrado (Gorizia) 11/05/2026 

Around 35 minutes 

Number 4 Range from 20 to 30 Aurisina (Trieste) 11/05/2026 

Around 44 minutes 

Number 5 Range from 50 to 60 Udine  11/05/2026 

Around 46 minutes 

Number 6 Range from 60 to 70 Bertiolo (Udine) 11/05/2026 

Around 39 minutes 

Number 7 Range from 19 to 30 Aurisina (Trieste) 11/05/2026 

Around 39 minutes 

Number 8 Range from 50 to 60 Udine  11/05/2026 

Around 54 minutes 

Number 9 Range from 70 to 80 Pasian di Prato 

(Udine) 

12/05/2026 

Around 46 minutes 

Number 10 Range from 50 to 60 Pasian di Prato 

(Udine) 

12/05/2026 

Around 23 minutes 

Number 11 Range from 50 to 60 Val Resia (Udine) 14/05/2026 

Around 41 minutes 

Number 12 Range from 30 to 40 Valli del Natisone 

(Gorizia)  

14/05/2026 

Around 25 minutes 
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Number 13 Range from 40 to 50 Udine  14/05/2026 

Around 24 minutes 

Number 14 Range from 30 to 40 Val Resia (Udine) 14/05/2026 

Around 33 minutes 

Number 15 Range from 50 to 60 Val Resia (Udine) 14/05/2026 

Around 33 minutes 

 

Data analysis 

Data analysis follows a thematic analysis approach for the interview data and transcripts, as 

outlined by Braun and Clarke (2006). This method allows for the identification and 

interpretation of recurring patterns of meaning related to social practices, cultural value, heritage 

transmission, and gendered experiences of mountain singing. The analytical process is divided 

into five stages:  

1.​ Familiarization: Transcribing and reading interviews repeatedly to identify recurring 

ideas. 

2.​ Initial Coding: Assigning descriptive codes like "community belonging" or "family 

transmission". 

3.​ Grouping: Categorizing codes into broader themes. 

4.​ Reviewing: Refining themes to ensure they reflected the participants' narratives. 

5.​ Interpretation: Presenting the final thematic structure as the basis for the findings and 

discussion. 

During the initial coding phase, the researcher conducted manual coding by assigning descriptive 

labels to segments of text that reflected participants’ lived experiences. These initial codes 

captured concrete concepts such as "childhood memories of teachers," "singing while harvesting 
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grapes," and "feeling like a family." Related codes were grouped into broader categories and 

themes. For example, codes associated with informal learning and school participation were 

combined under the theme "Music as communal experience," while descriptions of emotional 

bonds were grouped within "The choir as a family" (Table 2). 

Through analytical rigor, themes were continuously reviewed and refined. Codes were discarded 

when they appeared only marginally, were not relevant to the study’s focus on social practice, or 

lacked sufficient support across the dataset. Some potential themes were abandoned because 

they did not contribute directly to the research questions. For instance, the theme "impact of 

COVID-19 on digital rehearsals" was not retained as a standalone category, as it reflected a 

temporary logistical challenge rather than a long-term aspect of cultural heritage practice. 

The analysis also identified recurring patterns related to gender. Some participants described 

episodes of discrimination while simultaneously minimizing them as "silly little incidents" or 

"misinformation." Rather than treating these accounts as contradictory, they were grouped under 

the theme "Perceptions of gender discrimination" to capture the complexity of women’s 

experiences within a historically masculine tradition. Through this iterative process, nine final 

themes were established, ensuring that the analysis remained grounded in both participants’ 

narratives and the study’s theoretical framework (Table 2). 

Table 2 - Example of Thematic Analysis Coding table used and created by the researcher (2026) 

Themes  Coding Categories Key words 

Music as communal 

experience 
Social cohesion, spontaneous 

participation, 

“Everyone sang; it was 

spontaneous” 

24 



Family traditions and 

everyday life 
Informal cultural transmission, 

intergenerational value, rhythms of 

work. 

“Whistle all sorts of tunes 

even whilst working”; 

“singing together with her 

grandmother’s sisters” 

From traditional 

repertoires to musical 

maturity 

Place-based identity, linguistic 

diversity, artistic growth 

“Songs of the heart”; “I feel 

different when I sing in 

dialect” 

Choir as a family 
Community belonging, sisterhood, 

emotional care 

“Sisterhood”; “Strong 

emotions”; 

Personal growth and 

cultural exchange 
Social/cultural value, individual 

development, travel opportunities. 

“Pride in being a woman and 

in singing”; “an opportunity 

not all girls my age get”; 

“share something with 

others” 

Emotional and spiritual 

experience 
Affective connection, universal 

language, catharsis 

Transporting one to other 

worlds” 

Perception of 

generational loss 
Social change, loss of commitment. “Young people are not 

interested” 
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Philological research and 

stewardship 
Custodians of tradition, historical 

accuracy, preservation 

“Bring the beauty of these 

pieces” 

Perception of gender 

discrimination  
Gendered experience, stereotypes, 

misinformation vs. discrimination 

“I didn’t know that song 

could be sung by women” 

Ethical considerations 

The research follows and adheres to the standard ethical guidelines for qualitative research 

involving human participants (Orb et al., 2001), following also the instructions provided by the 

University of Groningen.   

Key ethical considerations include: 

●​ Informed consent: Participants are provided with detailed information about the study 

and gave explicit consent before participation 

●​ Confidentiality and anonymity: Personal data are anonymized, and pseudonyms are used 

in reporting findings 

●​ Voluntary participation: Participants are informed of their right to withdraw at any time 

without consequence 

●​ Data protection: Audio and video recordings and transcripts are securely stored and used 

only for research purposes 

The researcher has taken care to respect participants’ ownership of cultural knowledge and 

sensitivity of intangible heritage and its representations. 
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Researcher Positionality  

An important thing to consider is the researcher’s positionality. This research is shaped by my 

positionality as a white woman and a young student, who comes from (born and raised) the 

same region of the research, the mountainous areas of Friuli Venezia Giulia. My personal 

background provides me with an insider knowledge of the territory, its cultural landscapes, and 

its social dynamics. Familiarity with local contexts, values, and linguistic shades facilitates access 

to participants and supports a more context-sensitive interpretation of meanings (Berger, 2015). 

However, at the same time, my relationship to the field is also characterized by a form of partial 

distance, because I have not been in touch with these communities or their singing practices 

over time. This positions me neither as a full insider nor a complete outsider, but rather in an 

in-between position that requires ongoing reflexivity (Dwyer & Buckle, 2009). While this 

distance may limit some understandings of certain practices, it also allows for a more critical and 

analytical perspective on taken-for-granted cultural norms. 

 

In addition, the researcher is a student at the Cultural Geography Master’s at Campus Fryslan, 

University of Groningen. My positionality is influenced by my academic background and interest 

in gender studies, which shape the analytical lens of this research. I approach mountain songs 

also as gendered forms of expression (power relations, visibility, and historical marginalization). 

This orientation reflects a broader commitment to contributing to scholarship that foregrounds 

women’s voices and experiences, particularly in areas where they have been underrepresented or 

insufficiently theorized (Harding, 1987). However, this perspective also can bring potential 

biases. My focus on gender may influence both the framing of research questions and the 

interpretation of data, potentially foregrounding certain dynamics while overlooking others. To 

address this, the researcher engages in a reflexive practice throughout and during the process, 

critically examining how the researcher's  assumptions, background, and perspectives shape the 

production of knowledge (Finlay, 2002). 
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In conclusion, my positionality combines situated familiarity, partial detachment, and a 

gender-sensitive analytical lens, which together create an opportunity and a constraint of this 

study. Recognizing this positioning is essential and fundamental to guarantee transparency and 

rigor in the research process. 

Limitations of the research  

Several limitations emerged and are acknowledged during the process of conducting this research 

and the related fieldwork. It is important to consider the limitations in order to contextualize the 

findings and identify directions for future studies. 

The first limitation is relying only on semi-structured interviews. The research could not visit the 

region itself, and for this reason it was the primary method of data collection selected. While 

this approach could give access to women living across different mountain communities in Friuli 

Venezia Giulia and facilitated fieldwork despite geographical and logistical constraints, it also 

shaped the type of knowledge that could be produced. This limitation is particularly relevant 

given the theoretical framework of the research. An interview-based methodology cannot 

directly capture dimensions, analyzed and illustrated by Connertion (1989), Ingold (2000), and 

Kapchan (2017) about singing as an embodied, relation, and place-based practice. Unlike 

ethnographic fieldwork or participant observation, online interviews do not allow the researcher 

to observe how singers interact during rehearsals and performances, how collective singing is 

expressed through bodily gestures and postures, or how musical practices are embedded within 

particular landscapes and social settings. As a result, the study cannot analyse the embodied 

practice of singing itself. The study can only investigate how participants describe, interpret, and 

attribute meaning to their experiences of singing. The findings rely on participants’ narratives, 

memories, and personal reflections rather than on direct observation of performance contexts. 

Even if these narratives provide valuable insights into meanings, emotions, social relationships, 
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and cultural values associated with mountain singing, they should be understood as 

representations of practice rather than observations of practice in action.  

Moreover, digital communication can limit the observation of non-verbal cues, constrain 

spontaneous exchanges, and affect the development of trust and rapport between researcher and 

participants (Archibald et al., 2019). In addition, the use of online platforms may have 

unintentionally excluded individuals who are less familiar with digital technologies or less 

comfortable participating in virtual interviews (Archibald et al., 2019).  

A second limitation concerns language and translation. Because this research is grounded in the 

cultural context of Friuli Venezia Giulia, all interviews are conducted in Italian in order to allow 

participants to express themselves more naturally, fluently, and meaningfully. This supports a 

more rich and nuanced narrative. However, during the transcription and analytical phases, the 

material had to be translated into English for the purposes of the thesis. Translation could 

introduce interpretative challenges, for example concepts may not have direct equivalents in 

another language (Gee, 2014). For this reason, some key Italian terms are intentionally 

maintained in the thesis alongside their English translations in order to preserve their cultural 

specificity and semantic complexity. This approach acknowledges that language carries 

meanings, values, and cultural references that cannot always be fully transferred through direct 

translation. 

A third limitation concerns the geographical scope of the study. Despite several attempts to 

establish contact through email communication, the researcher was unable to obtain responses 

from women’s choirs located in the province of Pordenone. For this reason, this area was 

excluded from the empirical analysis, even though it forms part of the mountainous territory of 

Friuli Venezia Giulia. This omission limits the possibility of presenting a fully comprehensive 

representation of women’s mountain singing practices across the entire region. In addition, the 

findings cannot be generalized to all women’s singing communities in Friuli Venezia Giulia. 
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Fourth, the demographic composition of the participants also represents a limitation. The 

researcher was satisfied with the participation of four women between the ages of nineteen and 

thirty, who provided valuable intergenerational perspectives, but most interviewees belonged to 

older generations. As a result, younger women’s experiences and perceptions may remain 

underrepresented in this study. In addition, this thesis focused specifically on women’s 

perspectives and experiences. This gender-focused approach was intentional, particularly 

because women’s voices and contributions have often been marginalized in ethnomusicological 

and heritage-related scholarship. 

In conclusion, the researcher’s interpretive role also introduces the possibility of subjective bias 

throughout the analytical process. To address this issue, reflexivity, methodological transparency, 

and careful documentation of analytical decisions are employed during the research process 

(Berger, 2015; Denzin & Lincoln, 2018; Finlay, 2002). 
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Results  

This results chapter presents the nine themes that emerged from the thematic analysis of the 

semi-structured online interviews conducted with the research participants (Table 1, 

Methodology Chapter). Through the process of coding and interpreting the data, recurring 

patterns were identified relating to the experience of women’s choral singing in the mountain 

communities of Friuli Venezia Giulia. The Italian quotes can be seen in the Appendix section.  

1. Music as communal experience  

One of the most recurring themes concerns the central role of the local community in 

introducing people to music and singing. The participants describe contexts in which singing was 

a spontaneous and widespread practice and routine in everyday life. As many interviewees put it: 

“In the village, everyone sang; it was spontaneous and hard not to get involved” (I2) (I4). 

(I2) “This friend of mine started singing in this women's choir, so I joined her” 

(I2: 19-30, Pr. Trieste) 

(I4) “I got into singing (..) I’m not sure (..) maybe I was influenced by what my friends or 

classmates were doing, because where I live, in my little town, everyone sang, so let’s just say it 

was more like a wave that swept me along” 

(I4: 19-30, Pr Trieste) 

The participants highlight how the local setting and physical proximity to places of music 

encouraged participation from childhood onwards. Many interviewees recall walking to the choir, 

emphasising the central role of small towns as hubs of cultural and musical life. In several cases, 

parishes, schools and local teachers are identified as key figures in the transmission of music 
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(I9). One participant recounts that the teacher would personally come to pick her up to take her 

to choir rehearsals (I7). Others recall singing activities taking place directly in the school. 

(I7) “I started singing when I was very young (..) basically as soon as I started preschool. It was 

pretty much, how should I put it, normal that after preschool we’d go to choir practice with our 
teachers; we’d rehearse songs that were very traditional, just for kids, you know. And I kept at it 
from then on. I even strengthened my connection with music because I started playing the 
piano, and of course I also kept singing in the choir. At first I sang in a choir here in the village 
near mine, then I moved on to a children’s choir that was bigger and more serious. I’ve always 

sung with the conductor I had as a child” 

(I7: 19-30, Pr. Trieste) 

(I9) “Let's say that my earliest memory... of choral music is from elementary school, because 

back then we used to sing in school, and I have a very vivid memory of this huge, bright 

room….there were so many of us kids there, and the teacher was teaching us how to sing” 

(I9: 60-70, Pr. Udine) 

Singing also appears to be deeply integrated into the daily practices of the communities. 

Expressions such as “let’s have a sing-along” (diamoci una cantata) (I11) show how music was 

perceived as an ordinary activity of socialising and collective sharing rather than as an 

exclusively performative experience. 

(I11) “Even when I went for a walk on my own, I would always run into people on the trails and 

mountain hikes, and it just felt natural to sing along. That’s just how it was….because we liked 

it, because that’s what we did” 

(I11: 50-60, Pr. Udine) 

2. Family traditions and singing in everyday life 

In almost all the interviews, the presence of family members with a connection to music 

emerges. Parents, grandparents, sisters, aunts or other relatives often represent the participants’ 
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first musical influences. Even in cases where there were no musicians in the family, music was 

still considered important in everyday life. 

One interviewee recalls with particular emotion the memory of singing together with her 

grandmother’s sisters (I9), highlighting the relational and intergenerational value of women’s 

musical practice. Several participants also said how their mothers and aunts sang constantly 

during daily activities, as singing accompanied the rhythms of community life and domestic or 

agricultural work. Two of the choristers especially recount that “we used to whistle all sorts of 

tunes even whilst working” (I11), showing how music was an integral part of the social and 

family environment (I6). 

(I6) “In my family, we’ve always sung, and I can tell you, I don’t know, that when we went out 

to harvest the grapes, we sang, so if we’re talking about traditional songs, that’s exactly what I 
mean. So maybe singing a few songs also reminds you of your uncle who’s no longer with us; 

that uncle who sang everything and taught us so many songs” 

(I6: 60-70, Pr. Udine) 

(I9) “I have to say one more thing....my sister and I were raised by my grandmother and her 

sisters....we called them “aunts,” and one of these two aunts especially loved to sing, so we 
would follow along with her. She was always cheerful, singing these wonderful songs that stuck 

in my head, and I would sing along with her” 

(I9: 60-70, Pr. Udine)  

(I11) “You should know that I remember when my grandparents, my mom, or my relatives would 

go to work in the fields of these lands and mountain valleys, and they would always sing. 
Singing marked the rhythm of the work and the passing of time; it brought joy and brightened 

our workdays... our days of hard work” 

(I11: 50-60, Pr. Udine) 
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In conclusion, all the testimonies suggest a predominantly informal cultural transmission, built 

through listening, repetition and spontaneous participation in community life. 

3. From traditional repertoires to artistic maturity 

All the participants state that they began singing during their childhood, performing folk, 

dialectal or local songs in their respective communities. The link between singing, the local area 

and cultural identity emerges as a defining feature of their musical experiences. 

Many interviewees express pride in their traditional repertoires and the “songs of the heart" 

(I14), associated with their places of origin and family memories.  

(I14) “As you may well know, Val Resia is a unique region.... We speak a dialect that has its roots 

in Slovenian...... Singing is a living, heartfelt tradition in our area..... We sing the folk songs we 
learned from our mothers and grandmothers, songs that speak precisely of our connection to 

these lands..... We feel a deep bond with these lands” 

(I14: 40-50, Pr. Udine) 

Some participants still practise forms of spontaneous singing in the local language today, 

attaching particular importance to dialectal or regional repertoires, as in the case of the Resian 

dialect in Val Resia (Udine) or Slovenian dialect in Carso Triestino (Trieste). The region's 

linguistic and cultural diversity reflects language politics, minority rights, postwar memory, and 

the relationship between voice and ethnic identity in a region with a complex history of border 

changes and cultural suppression.   

(I1) “Yes, I feel different when I sing in dialect. The lyrics feel closer to me, and above all, I do 

not think much when I sing in dialect…..These are the songs I have always known, so singing 
them comes more naturally to me….. That's exactly it…..I do not have to think about it. With 
other songs, I have to pay more attention not to make mistakes and to make sure I do everything 
correctly.”  

(I1: 50-60, Pr. Trieste) 
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At the same time, several choristers describe a process of personal and musical maturation 

developed in structured choral experiences. In these cases, the choir is perceived as a space for 

artistic growth that has allowed for the exploration of more complex repertoires and new vocal 

registers. This evolution is not interpreted as a departure from tradition, but as an expansion of 

one’s musical and cultural skills. 

4. Choir: family, sense of belonging and well-being 

All the interviewees describe the choir as a community characterised by friendships, respect, 

mutual support and sisterhood (I2) (I8) 

(I2) “In our choir, we’ve grown together through our rehearsals and have helped each other out, 

especially when preparing for a concert. The older members would often give advice to the 
younger ones " 

(I2: 19-30, Pr. Trieste) 

(I8) “The beauty of singing in a choir is that hierarchies disappear. You’re not the star. You blend 

in with the others, and no one dares to criticise. We’re not all at the same musical level, and we 
know it, but no one argues because we’re all on the same footing and no one needs to stand out. 

That’s not the point of singing together” 

(I8: 50-60, Pr. Udine) 

The choir is frequently considered to be a family and experienced as a stable space for emotional 

and social connection (I2) (I7). 

(I2) “But the fact that you’re with people you get along with, enjoy spending time with, and 

create something beautiful for others as well... perhaps the foundation is human connection.” 

(I2: 19-30, Pr. Trieste) 
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(I7) “Music is really important to me, and I couldn’t really bring myself to leave the women’s 

choir because it means so much to me (..) not just because I love music and singing, but also 
because, when I think about the bond I have with the choir, it’s a strong one; it really feels like a 
family. I feel right at home there. When I’m having a rough day, I go to rehearsal and everything 

just falls into place” 

(I7: 19-30, Pr. Trieste) 

The participants also highlight the significant physical and mental wellbeing associated with 

singing. Many state that they sing primarily “to feel good”, rather than for performance or 

competitive goals. The expression “sing and it will pass” (canta che ti passa), quoted by many of 

the choristers, effectively sums up the emotional and therapeutic function attributed to singing. 

Alongside the emotional dimension, a strong sense of commitment and responsibility towards 

the group also emerges. The interviewees describe the choir as an educational space where one 

learns discipline, mutual respect, listening to other voices and collective collaboration. These 

reflections are shared by both the younger and older participants.  

In particular, some of the younger choristers emphasise how these values are becoming 

increasingly difficult to uphold among the younger generations today (I2). One participant says 

she feels “strange” for feeling such a strong sense of commitment and responsibility towards the 

choir (I2). 

(I2) “Aside from the difficulty of perhaps getting across how serious I am, of making a 

commitment, of being more consistent... I might be biased because I grew up in a choir, and 
maybe I’m just the kind of person who, once I make a commitment, makes sure to follow 
through. Otherwise, I let people know right away that, unfortunately, I can’t do it, and that’s 

that, right?” 

(12) “I put a lot of effort into being there and participating in this choir. Even with all my other 

commitments, it’s important to me to be there...it’s important to be there for this choir and for 

my fellow singers” 
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(I12: 30-40, Pr. Gorizia) 

5. Singing: personal growth and cultural exchange 

Many participants highlight how their experience in the choir has contributed to their personal 

growth. Several choristers, particularly the younger ones (from 19 to 30), emphasise the 

opportunities to travel that the choir offers, both in Italy and abroad (I4). Others highlight the 

interpersonal skills developed through singing, such as anxiety management, the ability to 

perform in public, respect for others and a sense of commitment (I6). 

(I4) “If I can say one thing I really like about the choir, it’s that we travel a lot. We give concerts 

in Italy and abroad, and let’s just say it’s an opportunity not all girls my age get”  

(I4: 20-30, Pr. Trieste) 

(I6) “I still get really nervous when I perform (..) I’m not relaxed enough to just let myself go 

when singing more complicated songs. (..) But when it comes to traditional songs, it’s more 

satisfying because I sing them with others without worrying about perfection” 

(I6: 60-70, Pr. Udine) 

Among the younger interviewees, from 19 to 30 and from 30 to 40, there is also a strong 

awareness of the social and cultural value of their role. Some describe singing as a form of 

cultural transmission to the community and as an opportunity to “share something” with others. 

One participant states that the choir “brings pride in being a woman and in singing” (I12), 

highlighting a significant connection between choral experience, female identity and cultural 

appreciation. 

(I12) “I am proud to be a woman and to sing certain pieces (..) some places have been places of 

suffering, so it makes me proud to be there and to sing as a woman” 
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(I12: 30-40, Pr. Gorizia) 

Many of the older interviewees also express a similar perception, but in a less explicit way. 

Singing is described as an altruistic and reciprocal act, based on sharing emotions and beauty 

with the audience and with the other choristers.  

6. Music as emotional and spiritual experience 

For all the participants, music is primarily a collective experience of emotional sharing. The 

interviewees describe singing as a practice capable of “transporting one to other worlds” (I12) 

and of creating deep connections between people. Several participants also emphasise that the 

meaning of the musical experience is difficult to explain in words, arguing that “you have to 

experience it to understand” (I8). 

(I8)”It’s hard to explain. You have to try it to experience it. If you’re not part of the choir, you 

won’t know. You won’t know what it means to sing together with your fellow singers.” 

(I8: 50-60, Pr. Udine) 

(I12)”Singing has a way of creating this magic... I don't know... it takes you to other worlds... it 

leads you to discover other worlds.” 

(I12: 30-40, Pr. Gorizia) 

Some choristers (I1) (I8) (I15) say they feel more emotional when singing repertoires in dialect, 

Slovenian or Resian, which they perceive as closer to their cultural identity. Others, however, 

claim to feel no particular difference regarding the language of the repertoire, as they consider 

music a universal language and attach greater importance to the collective experience of singing 

together. 
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(I1) “I do notice a difference between singing in Italian and singing in dialect, my own language. 

When I sing in dialect, I feel more at ease, more engaged, and I enjoy it more because it is, after 

all, my language, the language I grew up with.” 

(I1: 50-60, Pr. Trieste) 

(I8) “Folk singing is all about the words. It doesn’t set out to create a beautiful, evocative 

sound… though that does happen, of course. But it tells stories… very simple ones, but stories 
nonetheless. So it’s all about the words, the storytelling; the singing is all about the words.”  

(I8: 50-60, Pr. Udine) 

(I15) “For us, singing in our own language is essential. It is essential because it represents us and 

tells our story.” 

(I15: 50-60, Pr. Udine) 

Many also claim a spiritual and cathartic dimension of singing, without necessarily explicit 

religious references. All those interviewed say they feel emotion “always”, both during concerts 

and during daily rehearsals. 

One of the participants highlights the episode when, at the end of a performance, a woman in 

the audience approached her, moved to tears, saying that their voices had made her feel once 

again “like a little girl being cuddled by her mother who was no longer there” (I14). Another 

interviewee, however, describes as particularly significant an episode of spontaneous singing that 

took place near her home in front of a group of tourists (I11). 

(I11)”One episode I remember particularly well was when… well, in our mountain area there are 

lots of tourists who come with tour guides… and this group (who weren’t from the area) passed 
by my house on their way through. The tour guide, who was a friend of mine, knocked on my 
door and asked if I could sing for the group. He encouraged me to sing because, in his opinion, I 
had a beautiful voice, but I didn’t feel up to it. Eventually, I let him persuade me and I sang. It 
was a truly wonderful moment for me because I was able to express myself in front of strangers 

and convey the essence of these lands, of this place”  
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(I11: 50- 60, Pr. Udine) 

(I14)”One wonderful memory I have is of when we sang at a folk festival in our local area. It was 

a real celebration and it was absolutely lovely. We performed in the woods, in our local forests. It 
was truly evocative. At the end of it all, a lady came up to us in tears, saying that our singing 
had taken her back home, to when she was a child and her mum used to sing this song to her. 
For us choristers, it was wonderful, a very powerful emotion. It’s lovely to know that we have an 

engaged audience who listen to us, follow us and are moved by what we do.” 

(I14: 40-50, Pr. Udine) 

7. The perception of a generational loss 

A recurring theme in the interviews concerns the perception that it is becoming increasingly 

difficult to engage younger generations in choral activities (I1). Both older and younger 

participants acknowledge a decline in generational turnover in choir activities. 

(I1) “As for the younger generations, there’s been quite a significant decline. Young people are 

too busy. They’re too caught up in the hustle and bustle and the constant demands of this 
society, so they struggle to connect with this world and slow down. In the past, people focused 
on just one thing, so it was easier to see that through, and there was also a sense of duty to see 
it through; now that perception no longer exists. It is also a matter of fear: young people 
entering the field want to bring something new, but they encounter somewhat tougher barriers 

from older people who are unwilling to embrace change.” 

(I1: 50-60, Pr. Trieste) 

According to the interviewees, young people today remain interested in music, but in ways that 

differ from the past. Several participants attribute this shift to a loss of commitment to 

long-term engagement, the proliferation of social and cultural stimuli, and the gradual 

weakening of local community life. 

The interviewees also highlight the decreased educational role of parishes, the weakening of 

school music programmes, and the depopulation of small towns, historically regarded as key 
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centres of community and musical life. Many participants also link these changes to Italy’s 

demographic decline and the falling number of children and young people in mountain areas. 

Faced with this situation, different attitudes emerge. Some choir members state that they are 

actively committed to preserving local traditions and the choir activities. Other states, even if a 

choir is a meaningful experience itself, the possibility that certain traditions may naturally come 

to an end over time. Others just claim that they are not engaged enough in activities regarding 

enrolling new members (I2). 

(I2) “No, we’ve never held workshops in class, for example, partly because we’ve never really 

organized things that way ourselves. We’ve always tried, when looking for new people, to accept 
everyone, but if we have to make the choice ourselves, we want to be a little selective. We rely 
on people who know us and who we know are more serious and who, if possible, have a slightly 
more solid musical foundation, right? Just to avoid ending up with, I don’t know, five new girls 

who then disappear after a month, right?” 

(I2: 19-30, Pr. Trieste) 

8. Philological research and the role of cultural stewardship 

In all the choirs analysed, there is a strong focus on the study and careful construction of the 

musical repertoire. The participants frequently highlight the philological, historical and 

performance-related work required to prepare the pieces. 

Many interviewees state that they wish to “bring the beauty of these pieces” to the audience 

(I6). One participant recounts that, even if she rarely sings in her daily life, she takes great 

pleasure in sharing with her husband the pieces studied during choir rehearsals (I3). 

(I3) “I never sing on my own; if I do, it’s because I need to practise the piece, and sometimes 

they’re quite technically demanding. But practising the parts allows me to understand and 
appreciate better what the composer wanted to convey. I didn’t used to, but now, because I 
practise and appreciate what I’m learning, I enjoy showing it to my husband, for example. I enjoy 
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involving him in what I do, involving him in the beauty of this singing. I didn’t used to do that, 

but now I’ve gained confidence and it comes more easily to me.” 

(I3: 60-70, Pr. Gorizia) 

(I6) “We perform to bring beauty into the world, you know!? We practise really hard to sing the 

songs we then perform at concerts, for our audience or simply for our families. There’s beauty in 

everything we practise, and we care deeply about that.. and perhaps that’s the best part.” 

(I6: 60-70, Pr. Udine) 

The testimonies also reveal different ways of experiencing one’s cultural role. Some choristers are 

engaged in collecting and preserving local repertoires through video recordings, CDs or 

transcriptions of musical texts. Others focus their work on the philological accuracy of the 

performance or on promoting female-led repertoires and Gregorian chant. 

In conclusion, several participants see themselves as custodians of local musical traditions and 

the memories of those who have passed away, highlighting a strong sense of responsibility 

towards the cultural continuity of their communities. 

9. Perceptions of gender discrimination 

As regards the issue of gender discrimination, none of the interviewees reported any episodes 

considered openly discriminatory or particularly significant. However, during the interviews, a 

number of comments emerged that highlight the persistence of stereotypes associated with 

female performance. 

Among the examples cited were remarks directed at female choristers considered too “sullen” or 

“sad”, or requests to “smile more” during performances (I2). Some participants also recalled 

reactions of surprise regarding the presence of women in repertoires traditionally associated with 

men, as in the case of the statement: “I didn’t know that song could be sung by women” (I5). 

42 



(I2) “We’ve never had any unpleasant incidents… just a few comments that we were sometimes 

too serious and didn’t smile… I wonder what he was trying to get at, given that we’re there to 

sing. But apart from that silly little incident, I can’t think of any others.” 

(I2: 19-30, Pr. Trieste) 

(I5)”There is a lot of misinformation about the singing we do and how we do it. Many people are 

surprised to discover that these songs [liturgic songs] can also be sung by women. We choristers 
aren’t offended, but it does sometimes bother us… I’d say it’s misinformation, not 
discrimination. But that’s also why we’re here: to sing and show that these songs are sung by 

women too.” 

(I5: 50-60, Pr. Udine) 

Another interviewee reports a comment received from the audience: “the men sang more than 

you women because they are men” (I1). Despite this, the participants generally tend to downplay 

such incidents and do not consider them particularly significant experiences of discrimination. 

(I1)”There is a male counterpart to this choir, which has been active for over 75 years (...) Once, 

at a concert, we were both due to perform, but for some reason the men sang five songs, 
whereas we only sang three. When we asked why, they replied that that’s just how it is, and 

men are men.” 

(I1: 50-60, Pr. Trieste) 

On the contrary, many choristers emphasise how the audience often expresses very positive 

appreciation for female choirs, which are sometimes considered even more moving than male 

ones (I13).  

(I13) “No, absolutely not. We’ve never been discriminated against or treated differently because 

we were women. In fact, the audience showered us with compliments and praise, and they even 
went so far as to say that they appreciated our songs and voices much more than those of the 

men. So, no, I’d say we weren’t treated any differently.” 

(I13: 40-50, Pr. Udine) 
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Discussion  

1. Women’s Mountain Singing as Social and Relational Practice 

The findings demonstrate that women’s choral singing is experienced not only as a musical 

performance, but also as a deeply relational and participatory social practice. For the 

participants, the choir represents a space of belonging, emotional closeness, solidarity, and 

collective harmony. Singing emerges as a daily activity through which interpersonal relationships 

are built, sustained, and emotionally lived in everyday life. These findings align with Turino’s 

(2008) concept of participatory performance and Small’s (1998) notion of “musicking". 

The interviews reveal the embodied and affective dimensions of collective singing. Participants 

frequently describe sensations of emotional connection, blending, unity, and shared presence 

while singing together. This can be linked to Kapchan’s (2003, 2007) argument that voice is an 

embodied and relational practice through which meaning is experienced both physically and 

emotionally. Singing functions not only as communication, but also as a sensory and affective 

mode of social interaction. 

Moreover, the findings suggest that choir participation extends beyond musical activity and 

carries an important civic and communal dimension. Choirs actively engage in local events, 

intercultural exchanges, social initiatives, and collaborations across municipalities and regions. In 

this sense, singing contributes to the maintenance of social networks and collective participation 

within mountain communities. These dynamics also reflect broader discussions on how collective 

cultural practices strengthen forms of communal belonging and civic engagement (Putnam, 

2000). 

At the same time, participants describe singing as emotionally transformative. Expressions such 

as “feeling complete,” “rediscovering the soul,” or “feeling better together” indicate that singing 
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can generate emotional support, relational continuity, and shared wellbeing within communities 

(Bithell, 2014). 

2. Women as Active Heritage Carriers and Cultural Agents 

A central finding concerns the role of women as active carriers, mediators, and producers of 

cultural heritage. Participants do not usually define themselves explicitly through the language of 

heritage preservation, but their practices demonstrate strong forms of cultural agency. Through 

regular participation in choirs and effort on it, women sustain, reinterpret, and transmit musical 

repertoires from Friuli Venezia Giulia region, across generations and social contexts. The findings 

support Kirshenblatt-Gimblett’s (2004) argument that heritage is socially produced and 

continually reinterpreted through contemporary practices (negotiate repertoire, choices, 

participation, and transmission). 

Moreover, this agency becomes particularly visible in projects dedicated to recovering regional 

repertoires, restoring local scores, and promoting women-related musical traditions. Even 

without explicitly feminist framing, female choirs contribute to increasing the visibility of women 

in regional cultural history and musical heritage. In this sense, singing practices become forms of 

cultural representation through which women actively shape narratives of local identity and 

heritage. 

In addition, the findings also highlight the historical invisibility of women’s cultural activity in 

heritage processes. Women play a central role in transmitting repertoires, organizing choir 

activities, maintaining community networks, and sustaining intergenerational continuity, but 

such contributions have not always been equally recognized in public representations of regional 

musical heritage. The interviews suggest that women’s participation is often taken for granted as 

part of community life rather than explicitly considered as cultural expertise or heritage work. 

Their works represent the essential infrastructure for cultural continuity and their efforts 
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function as a “social glue” of the community, involving emotional and relational maintenance 

that make formal performative moments possible.  

This invisibility can be theorized as a form of "heritage care-work": a gendered type of 

reproductive labor that provides the essential social infrastructure for cultural continuity. Much 

like domestic care-work, these efforts function as the "social glue" of the community, involving 

the emotional labor and relational maintenance that make formal performative moments 

possible. By reframing these activities, it becomes clear that women are the primary architects 

and actors who sustain the region's intangible heritage. This shift in perspective explicitly 

challenges the "Authorized Heritage Discourse" (Smith, 2003) by moving the definition of 

cultural value away from the final musical product (often associated with masculine performative 

norms) and toward the gendered processes of social maintenance that keep the tradition alive 

and meaningful in everyday life. Recognizing this work as "expertise" is a necessary step in 

deconstructing the paradox where women are the primary carriers of a heritage that 

simultaneously renders them invisible. 

3. Oral Transmission, Memory, and Intergenerational Learning 

The findings highlight that women’s mountain singing is learned through relational and 

intergenerational processes rather than formal institutional training alone. Participants 

consistently describe schools, churches, families, and local communities as the primary 

environments through which singing was introduced and normalized during childhood. 

This reflects theories of oral transmission and embodied learning. Halbwachs’ (1992) concept of 

collective memory explains how remembering and cultural continuity depend on participation in 

social groups. Singing practices are maintained not simply through preservation of repertoire, but 

through repeated communal interaction. Moreover, Connerton’s (1989) theory of embodied 

memory is relevant: participants describe singing as something learned through repetition, 
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listening, participation, and social immersion. Cultural knowledge is transmitted corporeally 

through voice, bodily practice, and collective participation rather than exclusively through 

written documentation.  

The findings also can be understood with Bourdieu’s (1977) concept of habitus: dispositions, 

practices, and ways of thinking that individuals develop through their life experiences and social 

environment. Access to singing depends on the social and cultural environments surrounding 

participants. In many villages, singing was described as a normalized and almost inevitable 

communal activity because of the dense presence of choirs, parish activities, and musical 

traditions. Participation was facilitated through proximity to institutions, networks, and shared 

practices. 

Moreover, family also emerged as a crucial site of transmission. Quite all participants reported 

relatives involved in music or choir singing, suggesting that musical participation is embedded 

within broader forms of intergenerational cultural continuity. This confirms that transmission 

occurs not only through formal teaching but through everyday relational exposure and 

participation in communal environments, reflecting Bourdieu’s (1977) concept of habitus.  

In addition, transmission is always dynamic rather than static (Harrison, 2013). Participants 

often describe moving from informal and playful forms of folk singing toward more structured 

and musically demanding choir experiences. This progression illustrates how mountain singing 

traditions are continually adapted and reinterpreted through changing musical aspirations, 

organizational structures, and social contexts (Vansina, 1985). 

4. Singing, Gender, and Symbolic Female Spaces 

The interviews reveal that women’s choirs function not only as musical groups, but also as 

symbolic female spaces: environments characterized by sharing, mutual support, solidarity, and 

collective participation. Through the daily act of singing together, women cultivate their 
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environments, defined by mutual support and "sisterhood," which can be linked to Small’s (1998) 

concept of "musicking". The social bond is both the prerequisite for and the primary result of the 

musical activity. These gatherings facilitate a unique relational practice of exchange, allowing for 

the kind of emotional articulation that Narayan (1997) identifies as essential for maintaining 

social bonds, particularly in constrained or geographically isolated mountain settings. In this 

context, the choir becomes a site of recognition and powerful solidarity for community resilience 

(hooks’ 1989).   

However, these spaces exist in a state of productive tension with the "Authorized Heritage 

Discourse" (Smith, 2006), which has historically prioritized masculine, military-associated Alpine 

traditions while marginalizing the everyday, embodied practices of women. The findings reveal 

that mountain identity remains a contested field. For example, where women were allocated less 

performance time than men or were met with audience surprise when performing "masculine" 

repertoires illustrate that women are not always recognized as equal cultural actors. Such 

experiences are a clear manifestation of gender performativity (Butler, 1990), as public 

instructions for singers to "smile more" indicate that female participation is often evaluated 

through social norms regulating femininity and appearance rather than purely through artistic 

competence. 

Moreover, these choirs should be understood as complex social arenas where cultural authority 

and agency are constantly articulated (Giri, 2023). While they offer empowerment, they can also 

function as sites of social regulation, where inclusion depends on adhering to established 

community norms and the "habitual practices" of the village (Bourdieu, 1977; Connerton, 1989). 

This internal dynamic is particularly visible in the resistance to repertoire innovation and the 

challenges of intergenerational recruitment, highlighting that cultural transmission is a lived 

negotiation over what is considered "authentic". In addition, these choirs are affective and 

sensory environments (Kapchan, 2003, 2017) where women transition from passive recipients of 
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tradition to active custodians of heritage, navigating the delicate balance between preserving the 

past and asserting their contemporary cultural rights. 

5. Place, Landscape, Mountain Identity and Voice 

The findings reveal a connection between vocal expression, the Alpine landscape, and the 

construction of place-based identity. Many times, participants link their repertoire to local 

history and communal belonging, suggesting that singing can be a vehicle for maintaining 

emotional and cultural relationships with the mountain environment. This vehicle represents 

Tuan’s (1977) concept of “topophilia”: songs function as collective vessels for reinforcing regional 

attachment. Moreover, these musical practices represent a form of "acoustemology" (Feld, 1996), 

a sonic way of knowing and inhabiting the world through which repeated communal 

performances produce a shared identity rooted in territory and memory. Singing in these 

communities is never detached from its geographic context: it participates directly in how 

practitioners experience and stay in their environment (Ingold, 2000). As a form of "musicking" 

(Small, 1998), the act of singing transforms the human body into a physical vessel for regional 

memory, making vocalization a sensory and affective form of social interaction (Kapchan, 2003, 

2017). This corporeal engagement demonstrates that heritage is not a static possession but a 

dynamic embodied practice: a sensory event where the vibrations of the voice create a tangible 

sense of belonging within a specific landscape. By physically repeating traditional melodies, 

singers engage in "incorporating practices" (Connerton, 1989), ensuring that cultural knowledge 

is not merely archived in scores but is actively reproduced through the body's habitus (Bourdieu, 

1977) and vocal gestures. 

 

A critical dimension of this place-based identity is the region's multilingual reality, which 

functions as a form of territorial storytelling (Yellowhorse, 2020). The finding that singers feel 

more emotionally present when they perform in dialects or minority languages, such as Resian or 

Slovene, highlights that singing in one's native tongue "tells our story" more authentically than 
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performing in the national language. This goes beyond personal preference, because it represents 

an intersection with the language politics and minority rights inherent from borderland. In a 

landscape marked by a history of cultural suppression, the act of singing in a minority tongue 

becomes a powerful tool for asserting ethnic identity and a deep, resistant connection to the 

mountain territory (Bohlman, 2011). 

 

6. Crisis of Transmission and Contemporary Transformations 

All interviewees express concerns regarding the future transmission of these singing practices. 

Participants identify multiple interconnected challenges, including demographic decline in 

mountain areas, weakening participation in church and community life, digital overstimulation, 

and reduced willingness among younger generations to engage in long-term collective musical 

commitment. Participants do not fear only the disappearance of songs themselves, but the 

weakening of the social structures, communal relationships, and participatory environments that 

historically sustained collective singing practices. As Assmann (2011) notes, communicative 

memory is inherently fragile because it depends entirely on these living social relations. If the 

social framework collapses, the memory itself cannot survive. 

The schools, churches, and local networks emerge weaker than the past: if these environments 

lose centrality, opportunities of learning, participation, and intergenerational exchange become 

more fragile. This reflects a breakdown of the habitus (Bourdieu, 1977), where cultural practices 

and values are typically learned through long-term immersion in communal environments rather 

than formal instruction. This can be linked to Blake’s (2009) argument: the continuity of 

heritage depends on protecting the social conditions that allow practices to remain meaningful 

and lived in communities. In this sense, safeguarding mountain singing traditions requires 

sustaining the communal spaces, social participation, and relational networks through which 

singing continues to function as a living cultural practice. 
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Moreover, the concerns expressed can also raise more questions about how younger generations 

of women relate to traditional choir structures. While interviewees frequently emphasized the 

importance of preserving established repertoires and practices, some also acknowledged tensions 

between continuity and adaptation. As Vansina (1985) argues, oral traditions are inevitably 

transformed and reshaped through the very process of transmission. Younger women may 

encounter different social expectations, time commitments, and cultural interests than previous 

generations, potentially influencing their willingness to participate in long-term collective 

musical activities. 

Central to this safeguarding effort is the recognition of a clear intergenerational shift in how 

cultural agency is articulated. This shift supports Giri’s (2023) assertion that women should be 

understood as active custodians and interpreters of heritage rather than passive transmitters. 

While older participants often speak of their participation as a natural, almost inevitable 

extension of community and village routine, younger women (ages 19–30) exhibit a significantly 

more conscious identity as "active carriers" and agents of cultural heritage. This reflects 

Harrison’s (2013) view of heritage as a dynamic social practice and Kirshenblatt-Gimblett’s 

(2004) concept of heritage as a metacultural production where practitioners actively select and 

reframe their traditions. 

This transition represents a "history of the present" for women’s agency in the region; as the 

traditional social regulators that once governed women’s singing, such as the church or village, 

have weakened, younger generations are stepping into a role of intentional stewardship. For 

these younger singers, mountain music is no longer just a passive inheritance but a deliberate 

site for negotiating female visibility and contemporary cultural rights, linked to Smith’s (2006) 

definition of heritage as a negotiated field of meaning and social action. 
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Conclusion  

The central claim of this thesis is that women’s mountain singing in Friuli Venezia Giulia is a 

vital, self-sustaining system of "relational heritage" that serves as a primary engine for 

community resilience and regional memory. This research has demonstrated that when women 

sing, they are not only performing a repertoire: they are engaging in an active form of cultural 

citizenship that produces the social fabric of the mountains. By focusing on women’s voices, this 

study reveals that the true "intangible heritage" of the region relies on the invisible labor of social 

maintenance: the care, solidarity, and intergenerational bonds that women cultivate in the 

rehearsal room and the village square. This study has tried to establish the deep emotional and 

symbolic weight that singing holds for women, especially also as a tool for navigating identity in 

a multilingual borderland. It has documented a clear transition from informal family transmission 

to a conscious "cultural stewardship" among contemporary choristers.  

Drawing from the findings of this study, a feminist reframing of regional intangible heritage 

policy can be done prioritizing the social foundations of cultural practice. First, policy must shift 

funding from the "preservation" of musical artifacts to the sustainability of social spaces. This 

means supporting and funding rehearsal spaces, childcare for younger singers, and 

community-led workshops. Second, heritage institutions could formally recognize long-term 

singers as holders of expert cultural knowledge, involving them as central consultants in regional 

planning for cultural tourism and education. Third, policy could actively challenge the 

assumption that mountain identity is synonymous with the Alpino figure. This involves a 

linguistic and visual rebranding of "mountain singing" in state-sponsored media to reflect the 

diverse, multilingual, and female-led reality of these traditions. Finally, recognizing the "crisis of 

transmission," policy should facilitate "living laboratories" where younger women can reinterpret 

traditional repertoires through contemporary lenses, ensuring that heritage is not a static 

inheritance but a "negotiated field" that remains relevant to their lived realities. 
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In conclusion, women’s choirs in Friuli Venezia Giulia are not just "preserving" the past; they are 

singing about a more inclusive future. Recognizing this is not an act of cultural charity, but a 

necessary step toward a comprehensive and honest understanding of Alpine heritage. 

Recommendation and Future Research 

To advance the field, future research should build upon these findings by addressing the 

methodological and thematic gaps identified in this study.  

First, long-term ethnographic engagement with choir communities is essential to examine the 

embodied, spatial, and relational dimensions of singing that cannot be captured through 

interviews alone. Direct observation of rehearsals and community festivals would allow for a 

deeper understanding of how cultural meanings are produced through everyday physical 

interactions.  

Second, while this study focused intentionally on women, comparative perspectives between 

women’s and men’s singing traditions would offer a broader understanding of how gendered 

differences influence social memory and community identity across the entire Alpine region. 

Third, as this research identified a "crisis of transmission," future studies should investigate more 

specifically how younger generations perceive mountain songs. Comparative intergenerational 

studies could reveal how traditions are being adapted to contemporary realities.  

Moreover, future investigations should explore the role of digital media and contemporary 

communication technologies. While often seen as a challenge to traditional engagement, digital 

platforms may create new opportunities for documentation, visibility, and intergenerational 

exchange, potentially reshaping the future of intangible cultural heritage in the digital age.  

To conclude, this thesis serves as a starting point for a more inclusive and gender-sensitive 

dialogue regarding the living traditions of Friuli Venezia Giulia. 
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Appendix  

Italian and English Quotes from the transcripted interview  

To guarantee the anonymity of all the participants, the researcher uses identification numbers 

(I1, I2, I3, I4, I5, I6, I7, I8, I9, I10, I11, I12, I13, I14, I15).  

(I2) “This friend of mine started singing in this women's choir, so I joined her” 

(I2) «Una mia amica ha iniziato a cantare in questo coro femminile, così mi sono unita a lei» 

(I4) “I got into singing (..) I’m not sure (..) maybe I was influenced by what my friends or 

classmates were doing, because where I live, in my little town, everyone sang, so let’s just say it 

was more like a wave that swept me along” 

(I4) «Ho iniziato a cantare (..) Non saprei (..) forse sono stata influenzata da quello che facevano 

i miei amici o i miei compagni di classe, perché dove vivo, nella mia piccola città, cantavano 

tutti, quindi diciamo che è stata più che altro un'onda che mi ha travolta» 

(I7) “I started singing when I was very young (..) basically as soon as I started preschool. It was 

pretty much, how should I put it, normal that after preschool we’d go to choir practice with our 
teachers; we’d rehearse songs that were very traditional, just for kids, you know. And I kept at it 
from then on. I even strengthened my connection with music because I started playing the 
piano, and of course I also kept singing in the choir. At first I sang in a choir here in the village 
near mine, then I moved on to a children’s choir that was bigger and more serious. I’ve always 

sung with the conductor I had as a child” 

(I7) «Ho iniziato a cantare quando ero molto piccola (..) praticamente appena ho iniziato la 

scuola materna. Era praticamente, come dire, normale che dopo la scuola materna andassimo alle 

prove del coro con le nostre maestre; provavamo canzoni molto tradizionali, solo per bambini, 

capisci. E da allora ho continuato. Ho persino rafforzato il mio legame con la musica perché ho 

iniziato a suonare il pianoforte e, naturalmente, ho continuato a cantare nel coro. All’inizio 
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cantavo in un coro qui nel paese vicino al mio, poi sono passata a un coro di bambini più grande 

e più serio. Ho sempre cantato con il direttore che avevo da bambina” 

(I9) “Let's say that my earliest memory... of choral music is from elementary school, because 

back then we used to sing in school, and I have a very vivid memory of this huge, bright 

room….there were so many of us kids there, and the teacher was teaching us how to sing” 

(I9) “Diciamo che il mio primo ricordo... della musica corale risale alla scuola elementare, perché 

all’epoca cantavamo a scuola, e ho un ricordo molto vivido di questa stanza enorme e luminosa… 

eravamo tantissimi bambini lì, e l’insegnante ci insegnava a cantare” 

(I11) “Even when I went for a walk on my own, I would always run into people on the trails and 

mountain hikes, and it just felt natural to sing along. That’s just how it was….because we liked 

it, because that’s what we did” 

(I11) «Anche quando andavo a fare una passeggiata da sola, incontravo sempre gente sui sentieri 

e durante le escursioni in montagna, e mi veniva naturale cantare insieme a loro. Era così e 

basta… perché ci piaceva, perché era quello che facevamo» 

(I6) “In my family, we’ve always sung, and I can tell you, I don’t know, that when we went out 

to harvest the grapes, we sang, so if we’re talking about traditional songs, that’s exactly what I 
mean. So maybe singing a few songs also reminds you of your uncle who’s no longer with us; 

that uncle who sang everything and taught us so many songs” 

(I6) «Nella mia famiglia abbiamo sempre cantato, e ti posso dire, non so, che quando andavamo 

a vendemmiare cantavamo, quindi se parliamo di canzoni tradizionali, è proprio quello che 

intendo. Quindi forse cantare qualche canzone ti fa anche venire in mente tuo zio che non c’è 

più; quello zio che cantava di tutto e ci ha insegnato tante canzoni» 

(I9) “I have to say one more thing....my sister and I were raised by my grandmother and her 

sisters....we called them “aunts,” and one of these two aunts especially loved to sing, so we 
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would follow along with her. She was always cheerful, singing these wonderful songs that stuck 

in my head, and I would sing along with her” 

(I9) «Devo dire un'altra cosa... io e mia sorella siamo state cresciute da mia nonna e dalle sue 

sorelle... le chiamavamo “zie”, e una di queste due zie amava particolarmente cantare, quindi noi 

la seguivamo. Era sempre allegra, cantava queste canzoni meravigliose che mi rimanevano in 

testa, e io cantavo insieme a lei» 

(I11) “You should know that I remember when my grandparents, my mom, or my relatives would 

go to work in the fields of these lands and mountain valleys, and they would always sing. 
Singing marked the rhythm of the work and the passing of time; it brought joy and brightened 

our workdays... our days of hard work” 

(I11) “Dovete sapere che ricordo quando i miei nonni, mia madre o i miei parenti andavano a 

lavorare nei campi di queste terre e nelle valli di montagna, e cantavano sempre. Il canto 

scandiva il ritmo del lavoro e lo scorrere del tempo; portava gioia e rallegrava le nostre giornate 

di lavoro... le nostre giornate di duro lavoro” 

(I1) “Yes, I feel different when I sing in dialect. The lyrics feel closer to me, and above all, I do 

not think much when I sing in dialect. These are the songs I have always known, so singing 
them comes more naturally to me. That's exactly it—I do not have to think about it. With other 
songs, I have to pay more attention not to make mistakes and to make sure I do everything 
correctly.” 

(I1) "Sì, mi sento diversa quando canto in dialetto....il testo me lo sento più vicino e soprattutto 

non penso molto quando canto in dialetto.....sono le canzoni che ho sempre saputo quindi mi 

viene più spontanee cantarle......ecco, appunto non ci penso......con altre canzoni devo stare più 

attenta a non sbagliare, a fare tutto giusto.” 

(I14) “As you may well know, Val Resia is a unique region.... We speak a dialect that has its roots 

in Slovenian...... Singing is a living, heartfelt tradition in our area..... We sing the folk songs we 
learned from our mothers and grandmothers, songs that speak precisely of our connection to 

these lands..... We feel a deep bond with these lands” 
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(I14) «Come forse sai, la Val Resia è una regione unica nel suo genere... Parliamo un dialetto che 

affonda le sue radici nello sloveno... Il canto è una tradizione viva e sentita nella nostra zona... 

Cantiamo le canzoni popolari che abbiamo imparato dalle nostre madri e dalle nostre nonne, 

canzoni che raccontano proprio del nostro legame con queste terre... Sentiamo un profondo 

legame con queste terre» 

(I2) “In our choir, we’ve grown together through our rehearsals and have helped each other out, 

especially when preparing for a concert. The older members would often give advice to the 
younger ones " 

(I2) «Nel nostro coro siamo cresciute insieme grazie alle prove e ci siamo aiutate a vicenda, 

soprattutto durante la preparazione di un concerto. I membri più anziani davano spesso consigli a 

quelli più giovani» 

(I8) “The beauty of singing in a choir is that hierarchies disappear. You’re not the star. You blend 

in with the others, and no one dares to criticise. We’re not all at the same musical level, and we 
know it, but no one argues because we’re all on the same footing and no one needs to stand out. 

That’s not the point of singing together” 

(I8) «Il bello di cantare in un coro è che le gerarchie scompaiono. Non sei la star. Ti fondi con gli 

altri e nessuno osa criticare. Non siamo tutti allo stesso livello musicale, e lo sappiamo, ma 

nessuno discute perché siamo tutti sullo stesso piano e nessuno ha bisogno di distinguersi. Non è 

questo lo scopo del cantare insieme» 

(I2) “But the fact that you’re with people you get along with, enjoy spending time with, and 

create something beautiful for others as well... perhaps the foundation is human connection.” 

(I2) «Ma il fatto di stare con persone con cui vai d’accordo, con cui ti piace passare il tempo e 

con cui crei qualcosa di bello anche per gli altri... forse il fondamento è proprio il legame 

umano.» 
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(I7) “Music is really important to me, and I couldn’t really bring myself to leave the women’s 

choir because it means so much to me (..) not just because I love music and singing, but also 
because, when I think about the bond I have with the choir, it’s a strong one; it really feels like a 
family. I feel right at home there. When I’m having a rough day, I go to rehearsal and everything 

just falls into place” 

(I7) “La musica è davvero importante per me, e non sono riuscita a lasciare il coro femminile 

perché significa tantissimo per me (..) non solo perché amo la musica e il canto, ma anche 

perché, quando penso al legame che ho con il coro, è molto forte; mi sembra davvero di far parte 

di una famiglia. Lì mi sento proprio a casa. Quando ho una giornata difficile, vado alle prove e 

tutto va al suo posto» 

(I2) “Aside from the difficulty of perhaps getting across how serious I am, of making a 

commitment, of being more consistent... I might be biased because I grew up in a choir, and 
maybe I’m just the kind of person who, once I make a commitment, makes sure to follow 
through. Otherwise, I let people know right away that, unfortunately, I can’t do it, and that’s 

that, right?” 

(I2) «A parte la difficoltà di riuscire a trasmettere quanto io sia seria, di assumermi un impegno, 

di essere più costante... forse sono di parte perché sono cresciuta in un coro, e forse sono 

semplicemente il tipo di persona che, una volta preso un impegno, si assicura di portarlo a 

termine. Altrimenti, faccio sapere subito alle persone che, purtroppo, non posso farlo, e basta, 

giusto?» 

(12) “I put a lot of effort into being there and participating in this choir. Even with all my other 

commitments, it’s important to me to be there...it’s important to be there for this choir and for 

my fellow singers” 

(12) “Mi impegno molto per essere presente e partecipare a questo coro. Anche con tutti i miei 

altri impegni, per me è importante esserci... è importante esserci per questo coro e per i miei 

compagni cantanti” 
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(I4) “If I can say one thing I really like about the choir, it’s that we travel a lot. We give concerts 

in Italy and abroad, and let’s just say it’s an opportunity not all girls my age get”  

(I4) «Se dovessi dire una cosa che mi piace davvero del coro, è che viaggiamo molto. Diamo 

concerti in Italia e all’estero, e diciamo solo che è un’opportunità che non tutte le ragazze della 

mia età hanno” 

(I6) “I still get really nervous when I perform (..) I’m not relaxed enough to just let myself go 

when singing more complicated songs. (..) But when it comes to traditional songs, it’s more 

satisfying because I sing them with others without worrying about perfection” 

(I6) “Mi innervosisco ancora molto quando mi esibisco (..) Non sono abbastanza rilassata per 

lasciarmi andare quando canto canzoni più complicate. (..) Ma quando si tratta di canzoni 

tradizionali, è più soddisfacente perché le canto con gli altri senza preoccuparmi della perfezione” 

(I12) “I am proud to be a woman and to sing certain pieces (..) some places have been places of 

suffering, so it makes me proud to be there and to sing as a woman” 

(I12) «Sono orgogliosa di essere una donna e di cantare certi brani (..) alcuni luoghi sono stati 

teatro di sofferenze, quindi mi rende orgogliosa trovarmi lì e cantare in quanto donna» 

(I8)”It’s hard to explain. You have to try it to experience it. If you’re not part of the choir, you 

won’t know. You won’t know what it means to sing together with your fellow singers.” 

(I12)”Singing has a way of creating this magic... I don't know... it takes you to other worlds... it 

leads you to discover other worlds.” 

(I1) “I do notice a difference between singing in Italian and singing in dialect, my own language. 

When I sing in dialect, I feel more at ease, more engaged, and I enjoy it more because it is, after 

all, my language, the language I grew up with.” 
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(I1) «Noto una differenza tra cantare in italiano e cantare in dialetto, la mia lingua. Quando 

canto in dialetto, mi sento più a mio agio, più coinvolta, e mi diverto di più perché, dopotutto, è 

la mia lingua, la lingua con cui sono cresciuta.» 

(I8) “Folk singing is all about the words. It doesn’t set out to create a beautiful, evocative 

sound… though that does happen, of course. But it tells stories… very simple ones, but stories 
nonetheless. So it’s all about the words, the storytelling; the singing is all about the words.”  

(I8) «Il canto popolare ruota tutto attorno alle parole. Non mira a creare un suono bello ed 

evocativo… anche se questo, ovviamente, accade. Ma racconta storie… molto semplici, ma pur 

sempre storie. Quindi è tutta una questione di parole, di narrazione; il canto è tutto incentrato 

sulle parole.” 

(I15) “For us, singing in our own language is essential. It is essential because it represents us and 

tells our story.” 

(I15) “Per noi, cantare nella nostra lingua è essenziale. È essenziale perché ci rappresenta e 

racconta la nostra storia.” 

(I11)”One episode I remember particularly well was when… well, in our mountain area there are 

lots of tourists who come with tour guides… and this group (who weren’t from the area) passed 
by my house on their way through. The tour guide, who was a friend of mine, knocked on my 
door and asked if I could sing for the group. He encouraged me to sing because, in his opinion, I 
had a beautiful voice, but I didn’t feel up to it. Eventually, I let him persuade me and I sang. It 
was a truly wonderful moment for me because I was able to express myself in front of strangers 

and convey the essence of these lands, of this place”  

(I11) «Un episodio che ricordo particolarmente bene è quando… beh, nella nostra zona di 

montagna ci sono molti turisti che arrivano con le guide turistiche… e questo gruppo (che non 

era del posto) è passato davanti a casa mia mentre era di passaggio. La guida turistica, che era 

un mio amico, ha bussato alla mia porta e mi ha chiesto se potevo cantare per il gruppo. Mi ha 

incoraggiato a cantare perché, secondo lui, avevo una bella voce, ma non me la sentivo. Alla fine 

mi sono lasciata convincere e ho cantato. È stato un momento davvero meraviglioso per me 
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perché ho potuto esprimermi davanti a degli sconosciuti e trasmettere l’essenza di queste terre, 

di questo luogo” 

(I14)”One wonderful memory I have is of when we sang at a folk festival in our local area. It was 

a real celebration and it was absolutely lovely. We performed in the woods, in our local forests. It 
was truly evocative. At the end of it all, a lady came up to us in tears, saying that our singing 
had taken her back home, to when she was a child and her mum used to sing this song to her. 
For us choristers, it was wonderful, a very powerful emotion. It’s lovely to know that we have an 

engaged audience who listen to us, follow us and are moved by what we do.” 

(I14) “Un ricordo meraviglioso che ho è di quando abbiamo cantato a un festival folk nella nostra 

zona. È stata una vera e propria festa ed è stato assolutamente incantevole. Ci siamo esibiti nei 

boschi, nelle nostre foreste locali. È stato davvero suggestivo. Alla fine, una signora si è 

avvicinata a noi in lacrime, dicendo che il nostro canto l’aveva riportata a casa, a quando era 

bambina e sua madre le cantava questa canzone. Per noi coristi è stato meraviglioso, 

un’emozione molto forte. È bello sapere che abbiamo un pubblico coinvolto che ci ascolta, ci 

segue e si commuove per quello che facciamo.” 

(I1) “As for the younger generations, there’s been quite a significant decline. Young people are 

too busy. They’re too caught up in the hustle and bustle and the constant demands of this 
society, so they struggle to connect with this world and slow down. In the past, people focused 
on just one thing, so it was easier to see that through, and there was also a sense of duty to see 
it through; now that perception no longer exists. It is also a matter of fear: young people 
entering the field want to bring something new, but they encounter somewhat tougher barriers 

from older people who are unwilling to embrace change.” 

(I1) «Per quanto riguarda le generazioni più giovani, si è registrato un calo piuttosto significativo. 

I giovani sono troppo occupati. Sono troppo presi dal trambusto e dalle continue richieste di 

questa società, quindi fanno fatica a entrare in sintonia con questo mondo e a rallentare il ritmo. 

In passato, le persone si concentravano su una sola cosa, quindi era più facile portarla a termine, 

e c’era anche un senso del dovere che spingeva a farlo; ora quella percezione non esiste più. È 

anche una questione di paura: i giovani che entrano nel settore vogliono portare qualcosa di 
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nuovo, ma incontrano ostacoli un po’ più difficili da superare da parte delle persone più anziane 

che non sono disposte ad abbracciare il cambiamento.” 

(I2) “No, we’ve never held workshops in class, for example, partly because we’ve never really 

organized things that way ourselves. We’ve always tried, when looking for new people, to accept 
everyone, but if we have to make the choice ourselves, we want to be a little selective. We rely 
on people who know us and who we know are more serious and who, if possible, have a slightly 
more solid musical foundation, right? Just to avoid ending up with, I don’t know, five new girls 

who then disappear after a month, right?” 

(I2) «No, non abbiamo mai tenuto dei workshop in classe, per esempio, anche perché noi stessi 

non abbiamo mai organizzato le cose in quel modo. Abbiamo sempre cercato, quando cercavamo 

nuove persone, di accettare tutti, ma se dobbiamo fare la scelta noi stessi, vogliamo essere un po’ 

selettivi. Ci affidiamo a persone che ci conoscono e che sappiamo essere più serie e che, se 

possibile, abbiano una base musicale leggermente più solida, no? Giusto per evitare di ritrovarci 

con, non so, cinque nuove ragazze che poi spariscono dopo un mese, no?” 

(I3) “I never sing on my own; if I do, it’s because I need to practise the piece, and sometimes 

they’re quite technically demanding. But practising the parts allows me to understand and 
appreciate better what the composer wanted to convey. I didn’t used to, but now, because I 
practise and appreciate what I’m learning, I enjoy showing it to my husband, for example. I enjoy 
involving him in what I do, involving him in the beauty of this singing. I didn’t used to do that, 

but now I’ve gained confidence and it comes more easily to me.” 

(I3) «Non canto mai da sola; se lo faccio, è perché ho bisogno di esercitarmi sul brano, e a volte 

sono piuttosto impegnativi dal punto di vista tecnico. Ma esercitarmi sulle parti mi permette di 

comprendere e apprezzare meglio ciò che il compositore voleva trasmettere. Prima non lo facevo, 

ma ora, poiché mi esercito e apprezzo ciò che sto imparando, mi piace mostrarlo a mio marito, 

per esempio. Mi piace coinvolgere in ciò che faccio, coinvolgere nella bellezza di questo canto. 

Prima non lo facevo, ma ora ho acquisito sicurezza e mi viene più naturale.” 
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(I6) “We perform to bring beauty into the world, you know!? We practise really hard to sing the 

songs we then perform at concerts, for our audience or simply for our families. There’s beauty in 

everything we practise, and we care deeply about that.. and perhaps that’s the best part.” 

(I6) “Ci esibiamo per portare bellezza nel mondo, capisci!? Ci esercitiamo duramente per cantare 

le canzoni che poi eseguiamo ai concerti, per il nostro pubblico o semplicemente per le nostre 

famiglie. C’è bellezza in tutto ciò che proviamo, e ci teniamo profondamente a questo… e forse 

questa è la parte migliore.” 

(I2) “We’ve never had any unpleasant incidents… just a few comments that we were sometimes 

too serious and didn’t smile… I wonder what he was trying to get at, given that we’re there to 

sing. But apart from that silly little incident, I can’t think of any others.” 

(I2) «Non abbiamo mai avuto episodi spiacevoli… solo qualche commento sul fatto che a volte 

eravamo troppo seri e non sorridevamo… Mi chiedo cosa volesse dire, visto che siamo lì per 

cantare. Ma a parte quel piccolo episodio insignificante, non me ne vengono in mente altri.» 

(I5)”There is a lot of misinformation about the singing we do and how we do it. Many people are 

surprised to discover that these songs can also be sung by women. We choristers aren’t offended, 
but it does sometimes bother us… I’d say it’s misinformation, not discrimination. But that’s also 

why we’re here: to sing and show that these songs are sung by women too.” 

(I5) «Ci sono molte informazioni errate sul nostro modo di cantare e su come lo facciamo. Molte 

persone rimangono sorprese nello scoprire che queste canzoni possono essere cantate anche dalle 

donne. Noi coriste non ci sentiamo offese, ma a volte la cosa ci infastidisce… Direi che si tratta 

di disinformazione, non di discriminazione. Ma è anche per questo che siamo qui: per cantare e 

dimostrare che queste canzoni vengono cantate anche dalle donne.» 

(I1)”There is a male counterpart to this choir, which has been active for over 75 years (...) Once, 

at a concert, we were both due to perform, but for some reason the men sang five songs, 
whereas we only sang three. When we asked why, they replied that that’s just how it is, and 

men are men.” 
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(I1) «Esiste una controparte maschile di questo coro, attiva da oltre 75 anni (...) Una volta, in 

occasione di un concerto, dovevamo esibirci entrambi, ma per qualche motivo gli uomini hanno 

cantato cinque brani, mentre noi solo tre. Quando abbiamo chiesto il motivo, ci hanno risposto 

che era così e basta, e che gli uomini sono uomini.» 

(I13) “No, absolutely not. We’ve never been discriminated against or treated differently because 

we were women. In fact, the audience showered us with compliments and praise, and they even 
went so far as to say that they appreciated our songs and voices much more than those of the 

men. So, no, I’d say we weren’t treated any differently.” 

(I13) «No, assolutamente no. Non siamo mai state discriminate né trattate in modo diverso per il 

fatto di essere donne. Anzi, il pubblico ci ha ricoperte di complimenti e lodi, arrivando persino a 

dire che apprezzava le nostre canzoni e le nostre voci molto più di quelle degli uomini. Quindi, 

no, direi che non siamo state trattate in modo diverso.» 
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