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Abstract

Background and Objectives: This article proposes to analyze the popular song “Rockstar” by Lalisa Manoban
(Lisa) through the music content analysis methodology of Allan F. Moore, an English musicologist specializing
in popular music analysis. He has proposed a paradigm for studying songs based on their structure, highlighting
the various layers of sound that contribute to their significance for listeners. Furthermore, it offers an innovative
perspective or instrument for music analysis, shifting from the conventional emphasis on harmonic analysis.
Modern popular songs, such as the one examined in this article, frequently utilize chords sparingly and lack
sufficient significance to constitute the primary explanation of the song. This article employs a framework to
analyze the phenomenon of sound layers, since Moore posited that popular songs generally comprise four
sound layers. This article presents three key points: The importance of popular music as an object of study
2) The notion of examining the auditory strata of Moore's work and 3) An analysis of the song “Rockstar.”
Methods: The method of analyzing this song employs Moore's theoretical framework to analyze the issue
of “layers,” which consists of four components: 1) rhythmic sound layer, 2) bass sound layer, 3) melodic sound
layer, and 4) harmonic sound layer. This approach helps in understanding the sonic meaning and the dynamics

of change in popular music, as evident in the structure of “Rockstar.”
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Results: “Rockstar” is a song with four distinct layers of sound. The first layer consists of electronic drums,
characterized by the “Tresillo” rhythm, which blends the rhythm with the first phrase of the synthesizer
sound at 140 BPM. This ostinato, rooted in Cuban music, runs alongside the rhythm of the bass drum and
snare drum at a speed of 70 BPM. The second layer, the bass component, follows a progression starting
with note C and a bass drum sound at low frequency. The bass has minimal variation in pitch and rhythmic
patterns. The third layer creates additional melodies using synthesized sounds, introducing two bars short
phrases defined by pitch and main rhythm. The pitches are repeated in groups of C-Eb-E and Db-Eb-E in a
“Tresillo” rhythm pattern. Each section showcases distinct sound characteristics, while the key phrase remains
consistent throughout the piece. The fourth layer, the harmonic filler layer, enriches the song with only the
D section using chords. The D1 section features only two repeating chords, Cm7 and Dbmaj7, while the extended
section shifts the original chord from Cm7 to C major, retaining the Dbmaj7 chord.

Conclusions: In conclusion, the analysis of “Rockstar” using Moore's “layers” analysis approach is as follows:
The first layer of sound is rhythm, aiming to create an illusion of rhythm between the acceleration of 140
BPM from mid-high percussion sounds and the acceleration in the low-frequency range of 70 BPM. This
aligns with the general structure of the “Trap” music genre, where the song seems neither fast nor slow,
making the listener feel caught in between the two accelerations of the rhythm. The second layer, bass
level, determines the fundamental note and compensates for missing chord layers by replacing the bass
sound with a solid tone. The third layer, enhanced by melodic synthesized sounds, serves as the core and
essence of the song, with repeated phrases acting as a glue between vocals and bass sounds. The final
layer, characterized by harmony, appears only in section D and the extension of the song. It serves as a
point of relaxation from the repetitive texture of the main phrase (in the third layer) and provides relief to

the listener's ears from the overlapping layers of the melody throughout the song.
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MeeasiAans Ny warlinansenuseglslunisseysusuumemuss iuilideadinnuiunntn Fweguwuy
nManussezumsliinsewmussunswdafiossywumenisiiuaesa 917 Tuaunison nmsusnguesiudsad
Tneamznslddeweinsumsussadudni Wieonasiidnvasmsiidudiudududsssaniogu

sUsuU “SW” (iff) visaluvaiueswunadu 4 lumsilivwuidewniismsedumsusimdugvienoin

15 Allan F. Moore, Song Means: Analysing and Interpreting Recorded Popular Song (Surrey: Ashgate Publishing Limited, 2012), 20.

16 Allan F. Moore, Song Means: Analysing and Interpreting Recorded Popular Song (Surrey: Ashgate Publishing Limited, 2012).

17 Allan F. Moore, Song Means: Analysing and Interpreting Recorded Popular Song (Surrey: Ashgate Publishing Limited, 2012).

18 Allan F. Moore, Song Means: Analysing and Interpreting Recorded Popular Song (Surrey: Ashgate Publishing Limited, 2012), 20-21.
19 Allan F. Moore, Song Means: Analysing and Interpreting Recorded Popular Song (Surrey: Ashgate Publishing Limited, 2012), 21.
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LN L3

diomsldian Tnefinsasinddu 1 wld uasreliiAnsminuaifigilsansiunmannandauls?
mwﬂaqﬂﬂizLﬁuﬁwu%’Uﬂ133mi’]zﬁimzé’usﬁgmﬁ&Jﬂﬁﬂﬁﬂﬂgiuawusuaaaé’u il was wlAanSnsiieeng
e LTS BUER RS s Fainemsdinseituduaiunngluunmas “Queen bitch” veuwin Tu
(David Bowie) Tiduduseidesnsinesaimslusuasgniiudusedeadioniliih Huddasiodhduiudes
vosmaisfiudetureadesszau (harmonic filer) Tnomsldiefeswmund 2 Fuusiasoutu wasuuougils

v

lbisiulfnsenindeneazidsnvesunumuiirilussfunalnveadesuszani (harmony)?! usianunsaius
sfUsznaUMIALSR N Msnivesilndet ssausEiuandnstulazAntunudduldinnnt Tuauds
mavhiegimslinrsivnaduluwiastudesiifierudwy Sduumanuiaslivesndiesn laedeuaninso
Founduluemmnmisdevesweslunsendregranaduy « ¢ Tudhudaluresumenaiazthnszuiunssanam
Iifedueludmssmsiersiunmas “Senams” sely suwndrdmiumieseidudsdummasedioion

YpIUDF

Aasziunnasadedten “Sendan1s” (Analysis of the popular song “Rockstar”)
aaland1iludneiu dmsusuimimslesgiunnasadelionty awisadsleuuiazniseny
Usgaunsalidesniulnaniimsidilaiisasesedasiadiwieludanuesisoniinisesuedegunse (form)
| < o w 3 o v 4' 1% 9 & A A o w1 a ¢ A qu
agnlsinudmnsutesmahanudilas ewedaswasaunmas SsraduasesdiodAydonsiase Weld
o o & Y a a ¢ a4 o o ¢ a o & Yy g !
dvsulugeanddumsiwneiiiumssssndumgnsalveadesiusnguuluunmadiegradussuy nin
mnuauAudlaludmunAnnisiaszigussilivdvenunes uieneduvd aslunslefifuaziiiy
a4 A ] N v o a % = A o q va A ax ° 1%
seddislunsengunswviselassasesuninasalelenliinniy nanfehldvunavseisnmsianudila
lanisuazdninndaiu Tudulanlunsieszindesaswesunmadludnmeaionniuss tnerauiv
wwRnvawaslana 1ty
a ¢ s <y a v N & ° Ve ] Sa )
mylaseiunnas “Sonanis” Tuddas@asidavasdentu onaduunlan 12 view Alanutamu
WAEMITIDIAUTENOUNNIALAS IWUIMoU TINTINITasTNassAviaun g1 mniasamounanInusEagnun
Moy 4 viewwiduiilaseadameaussdmiuediend iy aeusngduvieu A B C D lnglidusmviouduay
Viouvene falunsesuierulassadnunwasdinsanuddgielfidugad uaudniunisdedduns
e Nsthllgnisesuigludsgusnwesunmaduusiasiouldegdaau unmwastausowd wisulans
INATDWALYBUNUE N VDIATEATNNAUGS TIDITTEENMIAATUTBI A iaUIaNTaoTUIR N1Sa]

v A o v ° | a ¢ ¢ a  a ! S o i
munaMAzisuwaimMuuale (Example 1) wagagthingmsiwswiusngmsalidesiogluuiastudewioly

20 Allan F. Moore, Song Means: Analysing and Interpreting Recorded Popular Song (Surrey: Ashgate Publishing Limited, 2012), 26.
2L Allan F. Moore, Song Means: Analysing and Interpreting Recorded Popular Song (Surrey: Ashgate Publishing Limited, 2012).
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Lyric structure Musical structure Timing Bars

Introduction Introduction 0:00 - 0:03 2
Chorus Al 0:03 - 0:17 8
Pre-Chorus B1 0:17 - 0:30 8
Chorus C1 0:30 - 0:44 8
Post-Chorus D1 0:44 - 0:51 4
Verse (rap) A2 0:51 - 1:05 8
Pre-Chorus B2 1:05 - 1:18 8
Chorus Cc2 1:18 - 1:32 8
Chorus c3 1:32 - 1:46 8
Post-Chorus D2 1:46 - 2:00 8
Outro D3 2:00 - 2:13 8
Extended Extended 2:13-2:44 16

Example 1 “Rockstar” Song Structure

Source: by author

Tuduilandumshwdnmeswiunasenmsiunaulavesesinliiuummas “Senams” Tnellveuiun
o a ¢y o A L ' Ty o a ¢ a ]

WINPUTEAUTRINTIAT IR UEIIUTINGWINTIL WU UG EIAT UL SAT I MLTg U
Yoe3 Aewznuindudemsniiiiudane (the explicit beat layer) Meidesvosnasdliin dudsaiaonduns
° Y o o a . & o A I3 v al v ' ° a
MyuaunuymMTsgsudeaua (functional bass layer) tudsstensluunumilumsasiwiivihue ey
(the explicit more melodies) fendasdunszyt uaztudenailunsfuiudesszau (harmonic filler layer)
ey fsUsngludiusing 4 feil

Y o & a o2 Y o = A @ Y < & -

Fudsausn Wumslenginmsldidenaessiutanisansenulsenouianeg fingluasausnile
Wngdview Al anideanassalusuaEnaasUd (bass drum) Sanuandouundsriudnsisiiiatuinneuluow
MNFesduT e widndideaesensenuadeiunasdanusses NrnudnuusdsuenaNdenaotaius
ewuludang 3 @enassawuisesintnuandwslundauiungundusninuluvieuimiednsnswes
Jang 140 Jwnwmesiounl (BPM) dvisumaiiiauenisgngukuudane (ostinato) Aandnd fdesunngudamy
WuUlia “Tresilo” (Bxample 2) Wunqud wngiianusaussiasasid st wisswazldelulivisunnas dsusng
=) = % v Y dyl v A [ o‘q’/’ 1 ! 1 ! =
dearseunmedansussnoumenslddaneiliswiudssdanneinusviou Al utasmellugiwiou D Balsey
wilounsairainigitalasdndeuransannisladunguiansiuy “Tresilo” stewailiaaiaunaonyianas
namlaingudamzuuy “Tresilo” ieo1mazsenindunguisnsuuy “Habanera” fisngmunanndamsiiugn
TuaupSAruasunsnszglugTausssununTos iRt s adAnisTen 207 wavdinslsingeylu

unimasaleendagiy

22 Alexandra T. Vazquez, Listening in Detail: Performances of Cuban Music (Durham, NC: Duke University Press, 2013), 53.
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Example 2 “Tresillo” or Habanera Rhythm

Source: by author

suuudmzdudwdAglunsimuaunuimmifivesusasviowmnas Ineasuansiiog e 2 e
i ] o | w ] S o g = °o w '
Yo azviaunilamuaneeiy (Example 3) Tuviou A Fuideseinasiliiies 3 Tudes mniSesmduagy
a o =) v dy v = 4 4 ~ = § o v % A
ANARAN-g4 WudeInABLUAR LT IIER 1 Viedusn uay 2 vawiaaiaes ienassauusvdnasluyndavngi 3
a a a A A ¢ A ) a a ) « . . 2 &
warileudesiigagnfeldeinaesanuisesiiiunumtuinieudssgunuuianzuuy “Tresillo” aaaniaumns
umas Tuview Bl unuwives “Hi-Hat” ludhsdanzuuuiaitn 2 4u vudnsnsedang 140 BPM lasudnun
= o o 1Y) A v v 1 = | ] S 1 q v X g < A
funumddglunmstueieulivieusindiianuuandnllainvieu A ansliruvuiwdududu 4 Yudes
warduniugnsse 140 BPM nidimnudmauunndu aunsenadladiigviow C unumves “Hi-Hat” fldudday
Tunmsviliunmasdianuusndnwinensimuailideads “HiHat” yndensenluviewd dweldumsisadigils

A Aa & &
NIUFTIRAWIILUNNINAVUNADAN DU

P g e g | gl R S
- , 2 - g 2
" ¢ = : 3 =

o S A A S A R B v R (S (LA
ﬁﬁjﬁﬁﬁﬁﬁﬁﬁﬁﬁﬁﬁ
e -

r" A2 S 7 | G G A S G
&fﬁj O 2 B A T A
S ¢ - ¢ 3 -

Example 3 Drum Patterns in Section A, B1, and C

Source: by author

nsaseeNIAndeund wasdsmenaasunngieusrnenrianas aTundenaauanasluneuiu
= = I3 a 1 Y VoA = s W o = & -
\FUIUARAASINADIELLS YNANDYULBNTAII 140 BPM Aenuindesauusasdwnionsi 3 aaeavianas ive
TWanuidninassnguasnantiuussiasiindieswmils (Half-time) veadnsissdangnfmawiniiiuey fAeseeznng
gaansiudadesnassuauazawusiy dwaligiesdnldindumsiWangidamita milweownssdu
Jongthiiiaduinneuluvieud

NE1IAD MAMANTURWNZUUERTHIN 70 BPM wudnludwvenassawuiogludwng 2 uae 4 (backbeats)

Tuvaieiinasavanslul nzlsnkazdwizenvesay @isudunsussaseessnsnsmdaulliudesdansnen
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fdsmeuaiesnsznudiusnagUiuuiong “Tresilo” wé’mm’a@fumuﬁL%'.Jﬂ'jmﬁwiwéfqﬂsmgé?qL.wiviauﬁ']
Fadundnuaiivsnglaeiiluluguuuunmaausiuuy “Trap” vie “Dril” fifeswaisnuidngildmannn
mhwdesemiliffuaussringdananusniaeuuurnuiy Tnsawees b dnunsnsusias Hi-Hat fdu
endnunvesmunising Tneides HiHat avd19Bseguugtuuudmmentn 2 $u vudhsis 140 BPM feusing
Tuvieu B ua C SefoudnunzvesgiuudnmenasiuatazauusiszesfinsalubuuidedlinaBasenluf
2 Foe dleleutudruniesnsenudy q Sszesmsavvenanialifuiiluies 1 woa uazluviou D2-D3 Tiwilou
v umadmnsdulumsdsusminzandungtildedlidauds Wesmndandamenass
uasiaiivinlddiduinaneunaomianas

Sudesiises unumiinfivestudenua (functional bass layer) fiusngluuminasifdnunedviadls
nmssdudeliin C lundoniuidosnasaualuguidesiiingm 30 Hz Tneuszanas viseoglusyiuides Co
Sonludanafaindudnumzsuides “Sub-Bass” Inevamamunuaglifimiudsudaduiomessdudes
uazdnuuzmaAntuwestany wilruudsuuasdndedluiou C3 TnssUuuuresmssiualimaiiis
Aenuemedlialudonsuslieniy Welilddudsaualnudnvumdsdiedotunssauaady uasiia
Samnafntuesdeavdluiongd 4 luiowsnvend ussialiiludonzenues 3 feutsdngdony 4 Wady

nmsdaFesnidlugusiduviou C gavinevesuninas :nmaiinrudvesldngudewniiiiudu (Example 4)

Example 4 Bass Pattern in C3

Source: by author

Y o a o v o 1% ] ° A L. . 1% v

Fuidesiiany [Wuunuvmtnnlunsasiwinginusaesu (the explicit more melodies) ananslaides
o ¢ Aa v A & a o ° o | o & & I3 a o
AUATIEA ‘1/1LiumuiugwuzmLUua;mLUﬂmsuaqmim‘wumamwL'iammzsuaqm‘uw,waau Iﬂ&JLUuﬂmUﬂmiugULLw

! a o o 4 d' v O LY = LY Y [ 1 A 3 & vV
NRUIAHEU ) 31U 2 e VIUiWﬂQﬂIGWNi%G’I‘ULﬁENLL@SE]G]T]"U\TWJHA&ﬂ”lJEN‘U‘VIL‘Wﬁ\‘i N8R LUUﬂ’ﬁ“U“U’JUI‘VIE&WQ

wWhgReulvindeluiluninasyiiilueg uug1usnsuse 140 BPM segnisimunseaulden (pitches) Wuuiug

Y

guusgnaulumengulidn C-Eb-E uay Db-Eb-E uuguiuudameuwuy “Tresillo” lnglungandil vieausniuviessien
= ¥ =2 o ] L a & ¥ [ =i b4 i - o Y a v LY '

feuedeadaiu mnusiilunsusuiangmsiietuvedinluiongy 3 vewiemaeuiavimtmadeiunisds
(filh) Tuguuuumsg i e (ostinato) aaeaiauvisunings (Example 5) MNMsANUREULSR s vz TR U e

[

wineaiuluusiagviousidishsnddAgileginounasansuninas dwzmelulugimieu D wasviswvey

[Introduction, A, B, and C|
\ J =140

Example 5 Main Line Ostinato by Synthesizer

Source: by author
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dudosiia Wunsiuduunmasadessyan (harmonic filer layer) Wionasa Unmastinunsly
pasaTiUTngeEnsamuiisauaviou D winiu Tasluviou D1 Siftes 2 Aesaiauth 2 a%h o Cm7 uaz Dbmaj7
dnduviou D2 uay D3 I¥ifiunesn Ab/Bb uay Bb7sus Tudesviesanvievesiou Ingvihwiniidunedadauuy b
lugaodn C luvieudaly (Example 6) uagluvisuvneliiuasunguasiaifuainaesausn Cm7 naneifunedn C
TnedsadliBenasn Dhmaj7 winiu ensnialavesuminasifomadenlitudswinaifisudliie o
Hunsitnyesilsfiinanmsilienudnduvesisdnndmmeuasnstwenafifntunaenisunmasiions

Ttrasandnaunaunany

b
=

Sl
f

EZ
i

:
=
[

. |, @ —F- .
ﬁ- Lid "
. h —t /]
. o —F"0
1

Example 6 Chord progression in the last 4 bars section D2

oH e
e

([T
!
‘mwhb[

Source: by author

PnMTiATEAilommeaueiluuninas “Sonams” neailiunsmumnAnnsneinedudo

'3 a Y 3 & A = S o A A o | vy
vowes aunsannule 4 Ussuanilenuninusng fe 1) Yudewsniniuiseesdong wulndliamnligile
\NAANNSENDE521I4 (in-between) SRsusaAUUILAUTENIN 140 BPM 713n9nideaa3aansenugunane-ga
pgNaBEUsToay “HirHat” Tngawuluiunsindsuiiegnadosinvese udewiludnuasiidunsdou
9m339 70 BPM lunseuriu uavaenndeaiufeuesguuuunuss “Trap” fiusinglaevinly 2) dudesaesiiiu

v o a Y a o ° = v & v A = v, y A S

szAudsauatiunuvAvd nlunsivuadesiianusuninadluisszau “Sub-Bass” ievalwetudswes
AT vInElUNaUTIUINGY MensunuaAdsauanilanuniniduasiulimasiimnalagarunuiuy
3) FUABIN1TAT 19U LETIANEBIEIATIEY MU suEdpuLnULNULaZlAAINEIA YA UNINASA 89013

° A o o v oA ' a4 Y AoV My 1 = & o ]
Wnawengnddn o asusngluunwas vnvthneunansemnadeseandalilandndduunanuil dunqu
deaua Tudnvaurveuhussruuuiusmiuduiuiivewhuesiovgfauldindudnuusvannriues
sfiuluniouiu (heterophony) was 4) Tudssgavineniludnuazmsléidsaszaunionasa 9nvisunnas

a o a 3 dl U 1 ! 1 3 dl ! dl 1o a
wuliesnsdueesandaauluriou D wagvisuveny (extended) windu Tuvaziivioud urasuniwadliaiy

= v g" v 5 [ 1 4:1' a 4;( % ] = A 14 1

desszanuludnuaetl Asmumsunnguemeresaluview D MAaTurdmeou C JuSeuaiioumsasigaraunme

INANUUANANIINANHUENITHNEUDN U NIRRT NG UA U NWUE NMTFBUTEUN VDU UFBITUF € BUU

AN IR ULUNS DU WA DU IUNLINGS

&3U (Conclusion)
nMleseiunesaietien “Sonans” sudaunmadu o lugluuuauiaieten S1duegBmaedies
fipsesdladmiunmsliareinivingay Fdllimnemiiiaiesloveuummsiiesziauninuuuul s

wuUsaRIesTs U o llieanan am T est vnus s ug aadiluysdaas unasinlimaessimdusaly



MAHIDOL MUSIC 65 VOL. 8 NO. 1
JOURNAL JANUARY - JUNE 2025

I¥asysaibstu defiarlivherudlaguuuuasiatefenfifatuedie fusngiomefingmien i
waraud s e ssimeusiineiiduunnasadedonusudulucmeesadamssy
i 20 AflguuuS A aETIM U ULer U UY s uumamsieseiuuusediu Wumswiud
fumseUszaunsalveadesiifetulud ey

mnmsleneiluliidudesdivinng mnglensiunmasdiedluiuladeuuula nuiumnasd

] al

drnsnnilamiunsunmmsiiureinluurRsun v oltanwuzn st URR sW BB uABsA (homophony)

2

Fanuueieeviou D vasunimawitiuy agview A B uaz C duumusduindeuriuesluniauiuvinuessos
Sa X [ Ao =) 14 ' g P g A < Y o o A
MAnTuludnuarE e MeTIReY 2 Viee wihudwaeaieunsuninas dadutudsdussiuianuvesunad
suusznaulumengulin CEb-E way Dh-Bb-E Fvamnsoesuielainlunsldngudssiegluduladsauulun
aeun 7 veadulades Melodic Minor viselaaisendn C Super Locrian Usvneauluaaeltin C-Db-Eb-Fb-Gh-Ab L By
1 ! a ] 1% a s A = ' ' ! v =3

LuauImNnisaiedasEsMaAuaresanUTIngUuiangluvieu D egslisouniu fienaay
wnngmsienuldlaintulademdnvesunwasiioguuduladsudun C Phrygian deusinglin F Neglunasn
Dbrnaj7 usiiludsiusngiiesuaviouiiviniu wmszluviou A B uae C nauliwultn F usnduilldauendulades
C Phrygian #ia Fb vi3e E Asnusng wagluawvisugavinenveneeantl wumesa C way Dbmaj7 e1aagdalaan
Tduluedt 5 vesiulades Harmonic Minor ¥i38i38n37luA Phrygian Dominant ASluUmMARNTANABIENATT
a ¢ v o s A A | a o 0§ ¥ a o A o
FATRINYULRIANFNT S vRIRRI AT UTINQuA s Aed Aenasiiiinauilaliraand owan
o 13 =i e 1% I3 o a v o A & v
TrguszanAvosnas Nenagliliadaliunngeesalaegstniau mniauanidpiusngisurianaentiy
viow D 1 namldinummasilonazegmeldnein C7¢ wie C7% fougwbilinlungudsnanusngiluaese
Ifegawnzay witufldumeneiiefrnuiieguenmiledwivsngluunnas Wewnbinumsdiiuaesn

a & [ < | = 3 = o v ! Y Aa X &

ylatognetaau Wuiensiauanusngnisalvesmsiesndunguluailfsuuminuu

Fudesiidunnmmieseiunmasadslovewesiu dalaunsegwdwonseiuie Iiesei uay
a dll =) t:ll U a U a s 1 b=} U a
Ay demeamnendsdiusngluunnasedelentagdu vnaguanauuigiuvesesiti aundadedes
fnnuturesdesiusngsuiuegwdes 4 9u dsusngeiumiwsziunies “Sonams” assanudilauay
Wilvgrmamilussaztudssdinalniaswiulsznevaiaduunnaduinliegls wu 1) Sudeiusu
AEdnuyaEreINIsMrUAd wngluunnawinnuedkls 2) Jusienfesueneriuunuminivese 1ude s
agauaihutffmuaauaulia iy (root) vesreined1els Welunuinununisuiamelivesnain
agals 3) Pudesnanuniludenddu o if) luunmasdidnwvauzedisls Asnglunsgvesdesdunsisi
Ao a Y] . & & o ¢ o ' = v o
Peniuguiuuamsiuu Tresillo luunmasil uag 4) Tudewasresaviauegnils Fauluunmadlsiiieansn
sanusngluview D wintiy

MIesEaeLAnIna nYhmiiedeiunsUenideniiuiivesing wiailumsdagu/nmuus
(section view) lumsfinwuuuaaiaenssy edndeseeniniivsaniiazysadu wasdsanaiulinnumuiey
AeoUszaunisalivaiileldiagnils wimsTinseiidegusne (shape) WunwmAnnueslaneemduidudumn u

1 [ ¥ = o v a o ¢ A < v a1 o o o £ 13

agelsimunnuilaewedasaididndnualvieguiuu (form) Adwmeldddnlunsinldseydsaau

YasdaUNIsaldsafinulntu dalunslnssiiiesusuureseiiludiuasuadsrnudilanuniadeen



RS cc BRTRSN TR
MnnImsieseiiangidiisaguiuuminii uagdanansenuionsueneve Ul U veInsAnwIiIun
Tuwimnurdine dangnmsienudilavsngnisalvesdeswuniaiedeunanunsasulameyuseadudla

ag19uaula
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