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Fo®3meggboma mgdom 830689690 30986530l ™ol Lodmg@sdo Fggmgbgdnmo bg-
31bn®0 B3mgs698980ls 3clidgbolsl, Gmdgmdsi 9bgManals s3mdnmszool ©s, 33839 ©O™L, 0b-
Babbon®o badxgol Fgnescgdgmo Bgacdbgds sdo@mgs. asdohbes dmmbmgbomagds, dogsbene-
390m@0 gobogn® dqlogsdo Lggmbool Lbgswslbgs 360336gmmdol Lsgoobl s 3Gmmgdsl —
oy G5 39dsb0bdo 2963306m3g3L  39MB0 3oLy s Im@obmbBsmol 3 baxgetgreabby dymeo o3
0bgegsemols osemgddogn® d7bgdsbs.

Oeameg dsbgmo smb0d6s3l (Masens, 1991: 30-31), ,wowo Lggnbos s6bmdMog ol
0535903l 8936 Joeera® 339680030, Gmame bodsomon dgbmdgm d3gMgdl dmeols 0b-
Ba®gemo ©s, 33335030, 3¢0b(303d0, bsmgmo brgds, Jommm{fs@dmddbols dglsdmm gBgdols Lo-
9600 Bsbosma, G msgolgdy®oig o6 mbes ogml gl abgdo Lbgseslbgs 306mdg830, Lbgspslbgs
baembgddo®. dseromemss, liggmbos, gomo dbmog, dgmmeools Lsegndzgmos, beome dgmeg dbemog —
960335600 35M3mbogeo s gbsogols. m@ogg 93mbggzsdo, bgzmbes dnlogsdo dmd@smdals,
0bo3008)030l, 9696300l gzgmeby dsrBozo s sLsdsdaldog®o Fystms. semgdliggzol dm{fdmdoo,
m®0 Igbmdgmo dagm0l dmbsszemgmdon 0bBmbomgds dgB)g39emndol Igemmwabazools gggmsby
90396 G mmo s as3d(39mgdnmo gem@dss (Anekcees, 1986: 102).

d0M008©sE, gesmgdsl 30333yMmdm dMsgzembdosh Fmgsmn® BEso0sl, Gseash dog-
396605, O™ Imzgmgbsl Mbes ©83333000m, CMamME3 sesdasbol Bl — |, Lndlidsbondo os-
Gsmol®, 3OmEnddl, Gmdmol dodgnmo, mbgmmmaon®o mzaligdss Mdnsmm, L3mbEsbn®o
03003530bs@B)38 ,,80b53560  ssd0s60ls™ (Opinios, 1972: 381). s3sbosh, olgmo §ymdols 3rs-
30eb3d0sbmds8o, GmImol mommgnm 3seosty momm Ldogddos 3sbmbolidagdgmo (LFmege
30390076 33693080), bsmsligms yggms ©mbyby 9fyzgdo dgdmddaegdomo  gpdemmgdon §s-
03560935 s, Fgodmgds 0mgzel, BMb30mbsen@s  3mbEobysmnos; asblbzgsggdom olgmo
Fgmdals 3rsg35eb30sbmdalisgsh, Gmdmol 3060373 mEB0sbmdal Bsmslgmasl ghmo Fgdliernmy-
dgma sbmeogmgdl (06 Enmdgbdby)  gneeemgdol Gammolgdn®o goesbsfomadon, b —
oligtgdnmae. hggbmzol 30 LimGge moonmgnmo 3ol gublombsgnno ©sdme 0098emmdss
bsobgeglbem.

Bogowse bggnbos bambad dMsgembdosbmdsdo 0dwgbse 360d3bgmmzgsbo gsfBm®os, Gmd
609ds . bggmben®o  3mmonmbos bsgdsme  s3Omdodgdnmo  &gMdobos  gobmdglogmmemgosdo
(39L6960, 2010).

d:blg6g35380, doMoms@sr, Lamgdstn g3946g0s bamba® osBmbogsdo yzgmsby Bdomse
39909969050 bggmbosby, OmIgembsy 93dm3nmo  s3segdondo Fymdol oo gznbos gaem
Bqgledsedgds, 30069 3sBe6s Lggmbos ((3bomos, GmeEqlsg oe Lgzmbosty 3bsmdemdm, 3ol
Fg0g80m  boworgl, bmbnem dm693sL 33memolbdmdm). sl FGswoionm 3Gegembdost 37)-
Logsdo 363930 mbydo  gommgdol  gs3¢(39emgdols dskFBedn@mds sslgnegol. 39b@sgmbogs,
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Omame3, bogsse, g0bogg®o Lsdgseml ghn-ghmo g3gmsby as3dgmgdnmo boliggds, bfm-
90 dogmBmbosd lginbosl oisbmdl.

dogbgesgse 0dobs, GMI gobmdnlogsm®o dmgmabs, GmAgmlsig dglbg®o (369ds ,,mbgdo
easgmboon® (Schwebungsbungsdiaphonie, sa®gosg, 0689659096307 ©osxmboon™)  sm-
6086530 (39L69cr0, 2008: 314-321), b3at F93mb3939080, N5tm o ©s 3sgs®s bgsmbosl Bm-
ol 3gds61y bgogGaerm®o 0b@)@3smol EmAobatgdsls gmeolbdmdl (Bmame 3sblsgmodg-
doo dgsby BAmzs6g30Lsls), gdbernmadgm-dlidgbamols doge Lgzmbonmo 33960 8gmsbbdgdals
25613397900 O™l 35635303530 goJlszos baemb® dmlogsedo, oo 1dgdglmdon, Lfmemge
o (36 bgoEocn®) Lggnbosdo gsdmobsggds.

Gbowos, J3bBL 3sdsbgomgdo  3s@dmbom s sGs Igmemeond  bgzabesty, dGsgsmb-
3056mbols a0693m3o — Loddmboydol mgdsdogol Fglsdsdolbse. mmmbe, Rggbomzgol bsgmadse
3653y n®os bg3mbeol i396mdgbols gsbborrgs 3mdmgmbools Lemsbbemgdm 3msligdo, Lswsg
bg3mbeol 3339060 31bd300bse0Bdo bembmnmmdols gh gswsbom 93mbamoddmdsda o03s6-
a9%s. bggmbos nxcm Fobseos gnbiiombsmramo 30s35embdosbmdols 306H39880. s 0g0 MOl
3MOEbsEM6 gomse 398 Logdge 360936gmmdsls odgbls.

0300 398 gmnmbools 306md9ddoz (Amdgemos, Bgdo sbGom, msgolo gnbiiombsenmmo
Fobsstbom, Ngem sbmml ©asl 3mbB@slgynm 3Msg5mbdosbmdslmsb, oy — 3mdmegmbon®-
056) Lfmdge bgznbos, Mmames ormbesy dbmmee Fomdommasbo 3s68¢mads, 4360l o3mbd-
(oMb G0 3mbBHESlB Ol SoMzgmsr Iga30dbgdsb.

bggnbes — 3mblmbsblo ©s @obmbsblo

Bggmbs dsdammasig Bm3 33d035mabdyndos: 3sdmbommo mgsmlsb@obom, ogo @alimbsblos,
borgrm dgmmeon®o mgsmbsbeolon — 3mblmbsblo. MoBmd 1bos ©sgn3sbmbmm dsls Ibmmme
olimBs6lemdols 3963035 nG0  gemeabsgo?

Ladnlbogm bamemsdo Lfegmmolsl, Gmeqbsg 0bdggemgdl doblbowbgb, @gasl, Gmamds
366l bsBsw 0mgdebgb, Bmeme bgsabeol Azabgdolsl 3ems308adls gsdgdgdom 7@d)ysdwbab.
bbgalsz bemd o6 sd3b dbgeglo demambgds?

gbowos, Byznbesl asshbos mbogddn®o Imzgdammds, gogdegl as6339nmFomso 06~
300B0OB s — M3 szomse  smJdologol bsgemgdsmss Mty gadnmo ©s, @momgdals
gmzgeomgols 9300bogme dodstrogdsls begodemgdl (Menymesckuit, 1976: 119). 3 s6o3md-
RO Eedol dodomseo ™m3ogddyneo dobgbo s3nbGogn®o dag@ol gsddmdos (bgznbos, Gm-
a6 337bGognG0 ©olmbsblo) (Coxop, 1986: 40-41).

33e0ms(3, Lggmbes d3gMsms mdg@dmbamo Loliggdol dsomgdsBogn®se Gormmo dgesdry-
385, 8doBmd 0mzgmgds Eolmbsblsr. 3333560 @manz0m, Gormmo FisMEgds 3G 3MIRMGB Y
Fgadbgdgol boegdl. dsa™sd dnlogsdo s, Bmgsse, Bymmzbgdsdo Fbmmme mdgm®Emmol
35893060000 Bgemddmgebgrmmds gmbn@o ©obsabols ggemamadl 396 aslgegds. sdogmdsy brgds
EOMOs 336333emmdsdo B@dob ,,0lebsblol” mstgmzmomo gbogEozn®o Bobss@liolsgsh @msbs-
J03gzOgmeR @GS

b09ddaco Bgnslgdom, (330039 s@gdnmo olimbsbdm®o gogdsemds Lbgseslbgs dlogsmna-
LosBimgbe 3561500033580 momJmls 893358 mbrs 300gdgdmrgl, dsa™sd, 93gbemdabmmmganto
©3 Lgdocryogmeo asbdomdgdnmmdom, 0go 3sblibzeggdnmo Babsserlom ofzodmagds s dskby od3qb-
&oi 1339 603sbms Lol@gdsdo drqdstrgmdols dobaogom smogdgds (,,3mblimbsblo™ ©s ,0limbsblio™).
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Bggbeol gggbmdgbmmmaon@o s@lo ds@mmsi bergmose bbgss bsenbgéd dlogsdo, gow-
9 93003mm  3Omxqbongem  3qlogedo. doMzgmBo, momdmlos borgmse (3bsEgds dmbdgmanl
FqLogaem®o Logd30l gAm0sbmdols 3s6mbo, Lswsy 36 sOLgdmdl Gsdgbswdy 3Mom®adgdyg-
o omgsobgds (OpnoB, 1972: 385). 0693, sdacdszss sGs3em619msdneo ,,306Lebsblinéo™
07 ,,00lmbsbln®a™ ob@g@3smgsals Ygymzbgdnmo bdmzgsbgds gobogn® Lo gsdo.

dobgrsgse sdobs, Lygmbos beogxg® omqlsg 303988, Gmgm®y ,,30emeg6o ©olimbsblo®,
Oeamey d9oygz0 gemgdgbdo (Coxop, 1986: 42). odis, Gmeglsg oao as6bbgsggdnem 8-
bogoemne 35680033500 33G0mc0 d96yg3 0bBg®gemse o6 doohbgzs, ogo 0BmEgdls jomemnEo
©olmbsbbols osdEmogls. dsgsmomnse, bobm®o dookbygl, ®md Jedmnmm Lsdbdosbmdsdo Tgzmbos
306LebsBLols Bl 0535803l (Coxop, 1986: 47).

3s63mboygemo bgznbes — Igmmeayno seds

bBozgh drsmbo, msz0lo ,,3303mbools Bdosbmdols mgmGosby™ syMEbmdom smbadbsgl, Gmd
0683356988 bes  sm0dgdmegls gBmosbse s 3G 3m33mbabBgdol Fobslffeo  sbsemaboo,
079938 5,3863mbos doomgds Igmmwono (s 73oczgmgl gmgmols, gmgserg®o) bolggdol bs-
7939y (dcebo, 2003: 55).

oO@mezol 0ddoo, ,,3s63mbonmo abBg@gsmo Tbmmme gMdbmdomno sddol ©OH™Lss dm-
3680 mdogdo: dobo Loowol Bal@o Bggelgds, nbogdals sfdogmdals Rsmgmom, demJdy-
©9dsms dmbs(33emgedsls Fomdmawagbl™ (Opnos, 1992: 274). aséios gebnmo ©s bebomemmo
9959JB0bs, 36:3mbommo m365303g3¢md0l 30689 LB o6 asdmymgamo ob@g@3smo (gmbosme®
39b035d0 3s63mboemo m3630dmg3¢imdols gbombsgrm®o 3mbBgdlgo bsgmgdse 360dzbgmmm-
39608), 33003 IgemmEon®o egBomgdoo smoddgds (Coxop, 1986: 39). slg Gmd, h3gb abBg®-
30mbs s 53m0El, Bmby®o, ggbmdgbmmmyon®o soddols gstrs, (emggnmo  Bebgdobswdo
Boemmolgdno gn®semgbon smz0dzsdm. gl 3bswo brgds 0bB®mmlidgdiseol Igmmeon lgzmbey-
0 B3c3369060ls 3clidgbol @EOH™LS(S.

B306@)g®qlms, Gmd Igmemeonc@o s Js@dmbonmo bgzabos dgodmads 9Mm3sbgmdo aswso-
B3RO gOm-90m0 33960l Bs@mgom, b6 Fg(g39B0m, B33 o3 NBO™ $dMbEMzbgdl dzsmom
Bogsdl dso dme0b.

bg39b6eob ggnbombsmn@o bsbosma

3355096-30bmGrmen  Bebserad Lobgndsdo bgzmbools m@ogg dags gmggmmgol Smmalin@se
Lsobssemdmgaem  g3b0mbsenmdo L@ nlolss. s3ofmdsy o6  gemsfgogds lgzmbools g®mo
d396s dgme9do, gsblbgsggdom bsmbay®mo Fymdobs, Lswsiy dbasglo geesfyzads Lsglgdoo wo-
badz980s. Bebsgrgd Lobpgdsdo bggnbes d0ggnbombsmma®as, beomm gobosn® Lold)gdgdmsb
sbemml dpamd dmesern® (ymdsdo (dglsdsdobse — 3gb@embogn@dai) ogo dobomyermdals
9% 9A30boBoc FbmemmE 0dz08msR ©s I3Mmma 3sdmbsgmmgdomss s oMM,

om0 683 3o 5960036981 ,,3emsbogn®o’ ©s ,,g0bo37mG0" Lg3mbool gunbombscrn® ogm-
Lsbgadl: o603 F9dmb3zq3e80, 0go ©@sdsdnmmdol — dqbol ,,a9690sGH™EA0  ©s .0 303nmsG™-
605, ommb, 30639 gdnbzgze8o, dolo 3emsFy3gds, »as6dgbEgs sniomgdgmas, bewme
dgmergBo — gHo-geoo Fbsdmgdgemo asesfggadomgdss. bygnbeol ,3e@snfyaadammds™ sgsg-
do® dyliogsdo dbs@Bztrmmo Bg@bos (3emsgtgbs — dnlogsema® Gogmeogsdo — seslfmeso
29037939800 36 assniy398gmo ©alimbsblo), bmmem BHsoionm dqlogsdo — dmbgdmogo
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bBoemado bgdbo.

B30b@B)g®qbms, @3 bsmba® dnlogsdo, 3gdme, Js®ommdo, Omms as6dsgmmdsdo 353-
Rbg3m Lggmbeol egmbiiombsmno dnbBol gHmgzedse ,,gs0smsbzol® 3emigLl. Mo Muem
dggmos dqlbogema®o 3emsl@Bo, dom NRO® 3MbBOslENmos 030 3Mb30mbsenn@sr. Igdwama-
o, Igemmonco 336300360960l gsdm (s oy bamba®o dqlogs gamernombodgdl, gomstgds
L{mege dgmemeonls 3GomGodggoo), gbdiombsmn® oboosgogsls obgdgdl bgos bds, Gm-
a6 306G nmo (Hazalikunckuit, 1972: 119), beogoer s b3s 00dedls 3mboggoqdls. Gglisds-
dolse 030 943930 Bges B3l gegmabols J398 ©s dobo ,,md0E0l™ JsGremgm G (doMomsmse
— BOEoom) 3osgTgmds. gl SsGemgmobdo o 90336 ,emoezgol bysnbogdl. sby brgds
Joensgned 3qbogzsdo (JstrormmBo, 9303m30ls 3936 Bagnbdo).

Fgygmabgdamo bgznbool dgbsdme Lbsgndgmgdo

Fgbsdemms 0dols asedmys, B3 bggmbos gmbogn® dnlogsdo dgmggs, asesbsyzgd) ob@g®-
303 36 doohbyzs, 0go o] BdoMse Bggmabadmmo gogdsmdonss dmzgdnmo. mszse BB,
60 GEspogogm dlogsdo oo MItsgmglmdon oo ggnbes ,,gmgbogds, dogmomgdl,
6m3d 0go 0d ool 99eEbmds, GmMImals Laggbn®adbo gO®Isbgmol d0dstron Igmmmon®  3o3-
B30l 36056 8 0865331 REd0sbb0 361086, gmbogn® Bggmabgdmm bgsmbosl, Gmam®i 339
303608690, 9690300l 3Mb396E (300l gn39ddo geshbos.

33356088, M3 Fggmgzbgdnm bggmbosl sbslosmgdls dzsc0me gsdm@bynmo gmdnbosson®o
603560, G55 LFmGge dol Fgymzbgdolsggb dobFMmsegqgésdo dpamds®gmdl, glss gdmomco ©s
Lgdsbogn®o Ggediool 3s8m§ggzs (Menymesckuid, 1976: 37).

333639, ggmbool Fggmgabgds, Bglsdmms, Tbzs J3gdgisbgmnmo o assb@gdnmo dempogo-
053 0yl 3s630Mmbdgdnmo: ™Mo m3bsdgmgMo sedg@bsd nmo Bmbo, Bmgme Mo Lsdgsemls
— bogrymobs ©s B®sbli3g0gbd gmol — gAmoghmnmdals boddmmem, Gmamei o3 bsdgs®mms
Fme0b begeols s0dbndzbgmo, a3, bmgsse, &®bl3gegbd nmols 6odbswsy swaddnds. Laga-
0lbdms, Gmd bgsbgmdo Fggm3zbgdme bgzmbosl mdgdglse Lfmege 30dbm@o bslosmol Lod-
0969030 gbgrgdoon.

bygmbeals ,,Lsg@semm®mdol® 3bog, Lsobggmglm s asbsmgsemolfobgdgemos Lebmmols
F900ga0 dmbabOgdsi: ,,d8b Fgdmgy, (3 FOmon 3MsdBogs8o s0mzobgls bolmbo, ow 6
358968 Lggmbosdo (9babem bobembdo) dmgds, glsdmgdgemoas, ©sd3g30Mgdmmmaym dsaomne®
Gogymdgddo, GmgmG Mhagnme, sGsbssao (BoEgsb gl Gogmsmgdo  omgsolobgdobab
J3930  gmzgmeeon®o gm@dost  smiomgdgm  gsligmsl, ssdosbgdols Bglsbgwsmdals mom -
3ol s3(360850mds3g). sdgesb 38dmAeabstry, Lyznbres gobos Lsbstagdmm s Lslbosdmgbm™
(Coxop, 1986: 49).

33960l dobgrgzom, 3908055 nM0 0bBnaes00l® 30mmdgddo, b3dgdols dobsbdodserormemo
339630 lodsmemgd®ogo  Esmdobzgzmmds  geemglo  dggdalsmgolss  sdsbslnsmgdgemo,  mgom
begogdn (3bmggemdai (déembo, 2003: 62).

0mbgd godEsbosl 3odmmgbols dobgogom, lgznben® ©olmbsblgdby ©sdgs®gdnmo bsgnb-
©m 305350 630sbmds ,,090 333086 Fmdgmm [obs3M9dTo mages;z0ls s gobogy®o gews®-
Bgbol (396@Gsn0 05M3m0, AMIgmo $©3d0sbgdl 1ddbows Jmmgddone® Bgabgdsls, Tgdgsgos
olobo BAblnem drgmdsdgmdsdo... skgmds damds®gmdsd, GmAgmlsig dgsto bgotmdodon@o
baggdggmo  3gmbes, 8gnddbs Laggmdggmo ssdosbn®o bmzosmramo 37bgdol, dmGsmobs s
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G9m030760 3cdbmdols Asdmygsmodadsls (gmdwsbos, 2012: 21-22).

39360960l sBGom, Lfmege $da35600 IMsz5embIosbmdals gsdmdsboemas Fbmgmoml  bb-
3o3bbgs sEaomgddo sOLgdnmo  Lgznben®o 3mmogmbools gmbdymado, 0dss, @b
bg3mben® b3mgsbgdsdo ogo Bgymabadnm Lggnbosl o6 s3mb3¢98gdL.

Jglsdemgdgmos, LsabBg@gbe asdmeagl dggmabgdnmo bgsmbeol dnlogsmn®o 3g@bggg@s-
(300L 330 g65Lmsh 3srsgrgmo. gl 3065l36gmm0 BBose Fed3madmds, Gmgm® 0d dagMomo
Fmsdggeomgdol sbstg3m0, Gmdgmo o6 3353359mx50mgdl s Gmdmoals Fgzmsbsg J3999:-
bymmse 3i3R0mmdn. 0698 Lgzmbrool 893ym3bgdemados (300m™Igb, asEsmsbmb 83 mGo dagols
36samboBdo dsmo babgslidoo (beogxg® go — dobo 7bolimbBo aswsbOom)?

F9gmzbadnm bgzmbesl, dgbsdmms, Lsggmdzmaee gomb sbggg sgmbsgnmds — Gorgm dm(3g-
FmeoedsBo b3sos 0bpogzo@smmmdals F96s6hnbgdalispdo gemazsco L3mGEnmo gobo, s6/0s —
™60 E8306030Ggdnmo Bmbogsmn®o dgbBol dGdmems gubdiombscnno 0bozosogalsmgol.

Fgbsdemms, sbg39, 3037mobbdme, Gmd Fggmgzbgdamo bgznbos bagnba®o Fgdlermmadmagdo-
Lsogols d¢sgsembdonsbo 3mbozogéolsmdo ob@)gb300L as6Ls3m0Ggénmse 3dsggo asdmbsd) mmag-
388, 68803 Fgdlergmgdgemo  0brogoemsmmdals 3sblsggodgdnm Bgacdbgdsl 33mzgolb.

Gbsos, bemgses, lggnbos ,,93bmEoszn60% 0bBg@gsmas ©s sk Ibmmme Bgbmdgbemme-
a0®o sblbsy dgodemgds demgdgdbeml.

333653 Fgodemgds 3s63mbomemo bggmbeols 9gmzbadols dmmbmgbomagds jowgs gomo dobgyb-
oo s0blbsl: 0698 Fqdlernmagdgmmsmgzol 0bBg@zsemo lgzmbreol, Gmam®s Igmmeaol sggrd-
3mols, as8d7nmo Msbsgmg@sEmds Igmmeaools bedogneo bsBos? 3tmgdgos 9o Lodédgyda?

33033, 3godmgds 3ogmmolbdmm, Gmd dgmmeosdo ggnbools dmdwgabm da9c0l obs,
36@)s3mbolgn@o dagmals ,,Fs3mal gi39ddo, Mo sbrol ©sdzz0eMgb0L, dmd@smdol gsbzosls
0f393L, sbmoszosl 33mggdls 3s@dmbommo ggnboals ™ 33968ty Bgdbegmgdemols oy db-
39690l gndsemgdol Bommaligdn® assbsfomgdslosb.

39330030, dga30dmos, 3037molbdmm, Gm3 bggnbools 0bBg@zsmo 3s6dmbosdo — olig3y,
Omam®3 IgmmEosdo — dmd@smdols, sBmol ©sd330eMq00l dolfMsggdss. ©s sdol Esligneo
LGmmge dolo gsba®dmds-dggmgbgdss. bggnbos, glss dgmmeos bBeBozsdo, gomazs®o bodxge-
336960 grmeos.

Jggmzbadamo  Lggnbos s, babmasmme, Js@dmbogmo lgznbos dgdee ©sdsbslosmgdy-
os Pporormmo bsemba@o dnbogols ,,g0bogn® 339600 owgsemdo® (bgdmalize, 1983: 20) —
33968330689 306080, ,,EM0JmOE80 (sMsgodzomols &gm3obo). sBgmols mfdom, ,dmGm6bY
83496900 335OBs ©5 33068 J96ol Batolbmdmogsm Bsdmygsemadgdmm 0bBg@zsem oe bg-
308l (3/2 1 4/3 = 9/8)... Lsdo d3960lasb e®dmdbomo Mxégoo (Bsasmmomse — s-tg-
d0), GdgmBo;z J3ges dagms baws 339058l 3306@0ms ©s 333000 Bsdm@BRgds, 1337 de(fdm-

355 Bsdmgsmadgdmmo msgobosgsmo dqlogsmn®o gemgdgb@Bols bobimgmmo gHomdals Fosmdoa™
(Masenb, 1991: 30-31).

335L0036, 3356918330680 3mB@0  Lsob@Bgalm ©s omdemasbo Bg@fydss ,gn@semgdol Fnbs@-
Bnbgdols g3gmebg dsOBozo ba@bols — gmbols™ s ,,40d6md00m0 BsB)g@ools masbobszo0l™
9On-96m0 ,,doG0mspa  3Mab3030Ls" — ,,30m6@E By (lNonuuunn, 1980: 58-56). oézgmo
dsbol gmbe gb(30980s 3dmbsdynmo, bomem dgmeg — ,,33968)3-33068 7O ggmbosdo.

©0mos bgsglo s gsblibgzsggdnmo gobognéd 39bogsdo sbgmo gsddnmbdmgsbo gmg@smds
bggmbools s mbolembols? gl n3s6sl36qmoa oEbsbl a®dgmeads. 0673, @bolimbols owbsbls



bggabeol osmgdidogs gobogn® dnbogsdo:
bgaBogs @ ©obsdogs 165

asa®dgmads sbgomo 439893650 o6 35653y sGlgdnemo ©olimbsblols gssesbzols d(zegmmdss?

Lobemgeeme, bmd 6 30330000581 383 d396sbyg 31bogols smdmbgbsdey, s@sdasbol g3m-
300l 306zgm Lagqba@adbg? dodzgmsmo as8dnmo dg96900 — dnbogol dogds, dag@als dog-
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TAMAZ GABISONIA
(GEORGIA)

DIALECTICS OF SECOND IN ETHNIC MUSIC:
STATICS AND DYNAMICS

The presented topic aroused my interest when I was listening to the delayed second sounding
in a Vietnamese labour song, which gave me a wonderful feeling of the energy accumulation and its
intensive use at the same time. I wished to have a closer look at the issue of different meanings of the
second in ethnic music and study the problem as to what is the mechanism that conditions the dialecti-
cal nature of this interval, located at the intersection of the vertical and horizontal.

As Masel notes (Masel, 1991: 30-31), “The major second plays an essencial role in many modes
of the sound sequence, as an interval between the neighbouring sounds according to their pitch, thus,
in principle, the general character of the possible ways of mode formation become clear however
peculiar these ways may be under different conditions with different peoples”. And, really, on the one
hand the second is the basis of the melody, and on the other — of a kind of harmonic alternative. In
both cases in music the second is the simplest and primary source of the movement, initiative and en-
ergy. As Alexeev suggests, the alternate intoning of two neighbouring sounds is the most elementary
and widespread form of speech melodizing (Alexeev, 1986: 102).

I’d like to focus on the multipart vocal tradition in order to study the phenomenon as a substan-
tive organ, a product of human voice (Orlov, 1972: 381). Apart from that, in polyphony, where each
individual is responsible for one part (just in vocal surroundings), on every level voice-leading is
carried out with uninterrupted artistic attention and it can be said that it is functionally continuous,
in contrast with multi-part singing, where at least two-part voice leading is performed by one singer
with undulatory distribution of attention or discreetly. It is the functional independence of each voice
that I am interested in.

The second interval is considered so important in ethnomusicology that the term ,,secondal po-
lyphony* it quite well known in ethnmusicology (Messner, 2010) .

In the present paper [ am going to deal with the second, most frequently used in folk diatonics,
which more readily corresponds to the major second of the European academic mode, than to the
minor second (it is evident that when speaking about the major second I mean its relative size, zone
nature). It is corroborated by the large-scale presence of anhemitonal modes. It is the whole-tonic
second that pentatonics as the most widespread system in the ethnic world in general, knows.

Dispite the fact that so called schwebungsdiaphony (or rough diaphony, Messner, 2008: 322-
328) is predominatnty characterized by a neutral second between major and minor seconds, as par-
ticularly rough dissonance, holding the attention on the second coordination for certain time by per-
former and listener in folk music, is largely manifested in major second.

Of course, I focus on harmonic and not melodic second in the polyphonic surroundings — keep-
ing with the topic of the symposium. But I consider it less problematic to discuss the phenomenon of
the second in the layer accompanying homophony, where clear-cut functionalism of a second is lost in
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conflict-free sonority. The second is more polysemantic under the conditions of functional polyphony.

Even under the condition of heterophony, which, as I think, is closer to contrasting polyphony
by its functional content than to monophony that even as only its dotted offshoot creates the initial
sense of the functional contrast.

Second — Consonance and Dissonance

A second is ambivalent, in fact, from harm,onic viewpoint it is a dissonance, but a consonance
from melodic viewpoint. Why should only dissonant vertical co-ordinate be attributed to it?

During my school years, when intervals were explained to us the mediant was played softly, as
a consonance, but when showing the second, they beat the keys mercilessly. Does any of you have
similar recollections?

Definitely, the second has an objective task to sound “uncomfortably” to some extent, which is
less adjusted to a clear perception, almost always needing an eurystic approach (Medushevsky, 1976:
119). The main objective cause of such a discomfort is the factor of acoustic pulsation (a second, as
an acoustic dissonance) (Sokhor, 1986: 40-41).

And, in fact, a second is a complex mathematical equation, this is why it is considered as a dis-
sonance. According to such logic, complex equation evokes uncomfortable feelings. But in music
and in art in general, being guided only by the category of comfort will never go beyond the phonic
design. That is why the term “dissonance” is consistently getting devoid of its aesthetic content in the
course of time.

If evaluated objectively, in different musical-mental paradigms the dissonant sounding, taken
separately, must be perceived adequately, but due to the phenomenological and semiotic conditioning
it is charged with different content and hence the accents are manifested according to their location in
the sign system (“Consonance” and “Dissonance”).

The phenomenological aspect of the second is more different in folk music than in European
music; in the former Schonberg’s law of common musical space, where there is somewhat priority al-
location (Orlov, 1972: 385) it is fully revealed. It may be due to this fact that in non-correlative ethnic
music the delayed sounding of “consonant” or “dissonant” sounding occurs.

In spite of that, even today a second sometimes is perceived as “modal dissonance,” as an un-
steady element (Sokhor, 1986: 42). But when in a different musical paradigm, it is not considered as
an unsteady interval a priori, it gets rid of the tag of modal dissonance. For instance, Sokhor believes,
that in Georgian three-part singing second plays the role of consonance (Sokhor, 1986: 47).

Harmonic Second — Melodic Perception

Based on his theory of “contagious heterophony”, Steven Brown noted that harmonic entity
must be understood in its entirety, not as the analytical sum of components, although “harmony is
derived from (or primarily vocal) a basic melodic system...” (Brown, 2003: 67).

As Orlov puts it “Harmonic interval is an instantaneous object only in the moment of emotional
perception: the exact evaluation of its size, including muscular activity, is an alternation of activities”
(Orlov, 1992: 274). Apart from phonic and sonorous effect the interval, separated from the context of
harmonic sequence (in ethnic music the functional context of harmonic sequence is less significant),
is again perceived through melodic connections (Sokhor, 1986: 39). Therefore, apart from phonal,
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phenomenological perception, we perceive the interval and the chord with an undulatory attention
towards separate tones. This is also clear when listening to the second sounding by introspection
method.

It is noteworthy that the melodic and harmonic second can grow into each other by inserting or
stopping one of the sounds thus making the line of distinction between them more vague.

Functional Character of a Second

In the major-minor tonic system both sounds are always of a diametrically opposite status.
Therefore, one sound of the second cannot be solved in the other, unlike the folk mode, where such
solution is quite acceptable. In the tonic system the second is bifunctional, but in the mode close to the
ethnic systems (accordingly in the pentatonic one as well) it is charged with rare and weak attraction
of determinism.

There is one thing that unites the functional aspects of “classical” and “ethnic” second: in both
cases it is “the generator” and “accumulator” of the charge of tension, but in the former its solution
is indispensable, in the latter it is one of the possible solutions. “Non-solution” of the second in aca-
demic music is an artistic method — catachrese (in musical rhetorics — an unsolved dissonance or the
dissonance that has not been solved correctly), , in traditional music it is an organic stylistic means.

It is interesting that in folk music, particularly in Georgian folk music, the process of a sort of
overcoming the functional charge of the second in the course of time can be noticed. The older the
musical layer is, the more contrasting it is functionally. Subsequently, due to the melodic develop-
ment (and if folk music evolves, it develops in the melodic way) top voice takes up the functional
initiative, as a contour voice (Nazaikinsky, 1972: 119), and the middle voice gives up its position,
accordingly it finds itself under the influence of the top voice and adjusts itself parallel to its “orbit”
(mainly by a third). This parallelism “levels out” the seconds to some extent. Such is the case in urban
music (Georgian, also with many European peoples).

The Possible Bases of the Delayed Second

Maybe due to the fact that in ethnic music second is not considered as an unstable element to be
solved, here it is often represented by delayed sounding.

The fact itself that in traditional music major second is “delayed” in most cases, indicates that
it is based on the mode, whose grades form melodious links with one another and are equal in right.
As it has been said above the ethnic delayed second has an effect of concentrating energy, but maybe,
alongside with the effect it can be viewed as an intention (even subconscious)?

Anyway, it is evident that the delayed second is characterized by an obvious communicative
feature aspiring it to delay —causing emotional and semantic reaction (Medushevsky, 1976: 37).

But the delay of second may also be conditioned by some other subconscious or meaningful
motifs: two consonant alternate tones as symbol of the interrelation between two worlds — visible and
transcendental. It is noteworthy that in Svaneti delayed second is encountered in the hymn-type songs.

In connection with the “sacred” character of a second, Sokhor’s following conjecture is also
interesting and worth taking into consideration (Sokhor, 1986: 49). “After mastering the unison in
labour practice, singing in major and minor second (inaccurate unison) may have been introduced into
major rituals, as something unusual and festive (as such rituals meant an obligatory escape from the
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everyday routine to such extent that even people’s usual appearance was unrecognizable). Proceeding
from this a second became useful and pleasant”.

According to Brown, in the state of vertical uintegration the aimed difference between the pitch-
es is characteristic for the earliest stages of musical thinking, end is even present among animals
(Brown, 2003: 71).

According to Joseph Jordania’s hipothesis, vocal polyphony, based on secondal harmonies, was
a crucial element for the defense and survival of our distant ancestors. It was developed by the forces
of natural selection, and was a potent strategic weapon for our hominid ancestors. It transformed them
into the altered state of consciousness, in a battle trance... this state of trance with a strong neuro-
chemical basis created the basis for human social nature, human morality and feeling of religion®
(Jordania, 2012: 29).

According to Jordania, the existing isolated islands of vocal polyphony based on seconds should
be considered as the remnants of this ancient polyphony, however the scholar does not specify the
presence of suspended seconds.

The parallel of the delayed second with the phenomenon of perseveration may prove interesting.
The latter is often formed as a reflection of the sound impression, which does not satisfy us and we
subconsciously try to change it. Maybe those, who delay the second, also try to overcome the an-
tagonism between these two sounds by emphasizing them (and sometimes by growing into unison)?

The delayed second may be based on the agon — a kind of contest to retain the individuality of
voices in a complex situation, or the struggle between two opposed tonic charges to gain functional
initiative.

It may also be considered that the delayed second is an especially acute expression of the folk
performers’ intention of multipart music playing, where the performer has particular feeling of indi-
viduality.

It is obvious that in general a second is an “exotic” interval and even some phenomenological
explanation could be found for it.

But it is also possible to explain the demand for the delayed harmonic second by another reason:
Maybe drawn-out consonance of the interval second, as of the basis of the melody, is the static image
of the melody for the performers? Projection on the same plane?

And truly, we may think that in the melody the effect of “erasing” the antagonist sound preced-
ing the sound following the second, which causes the feeling of movement and introducing something
new, is associated with the undulatory distribution of the performer’s or listener’s attention on the two
sounds of the harmonic second.

Therefore we may suggest that the second interval in harmony, as well as in the melody, aspires
to moving, introducing novelty, and it is its prolongation and delay that corroborate it. The second is
a melody in statics, a sort of simultaneous melody.

The delayed and harmonic seconds, in general, are very characteristic of the “ethnic sound ideal”
(Zemtovsky, 1983: 20) — fourth-fifth chord, “trichord” (Araqishvili’s term). As Masel writes, the
fourth and the fifth based on the drone, create the qualitatively established interval major second (3/2:
4/3 =9/8)... The unit, created by three sounds (A, D, E), where the lower sound lags behind the upper
sounds by the fifth and the fourth, is already the evidence of the established, original element in the
midst of the syncretistic unity” (Masel, 1991: 30-31).
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Apart from that the fourth fifth chord is an interesting and lucky fusion “of the simplest method
of holding the attention — the background” and “one of the basic principles” — “contrast” of the “or-
ganization of the sensuous matter” (Golitzin, 1980: 58, 56). The former is expressed in the phonic
function of the bass part, the latter in the “fourth-fifth” second.

What is the difference and similarity between such drawn-out sounding of the second and unison
in ethnic music? The latter also lasts for a long time. Maybe such a long continuation of unison is an
attempt to overcome the subconscious dissonance?

Unfortunately, in this paper I do not deal with the topic as to what the delayed second means
for folk performers. Even the identification of this second per se among ethnophores presents certain
difficulties. Besides, a performer’s answer to this question even a century ago may have been more
adequate than at present. Though, it is evident that this question should not be removed from the
agenda in order to discover definite semantic evaluation.

Delaying the Second — Stopping Time

In different cultures of the word there is a belief that “it is possible to step over the logically
insurmountable border between the time of the universe and the transcendental timelessness, to intro-
duce eternity and extreme reality into human experience” (Orlov, 1992: 66). In this case the so-called
“perceptual time” becomes topical (Mostepanenko in Orlov’s, 1972: 367), the recipient’s subjective
time. This relativity is directed towards the objective chronotope at different angles (Orlov, 1972:
474).

In general the sounding, without the pitch change, is the most prominent expression of the time
waning within immobility. The second of the delayed sounding, if we really look at it as a static
melody, offers its own time co-ordinate. In this case the static melody is “the stopped melody.”

And indeed, could the second delay be one of the aspects of escapism — fleeing from time? As
Orlov notes when listening to such music we forget real time and perceive a kind of delayed configu-
ration — a crystal and not flame (Orlov, 1992: 49).

In delayed second Mamardashvili’s Punctum Cartesianum, “permanent lightning,” the same as
“the absolute time intensity” can be felt, also Bernstein’s “simultaneous aspect devoid of “time co-
ordinate, “simultaneous melody” is another dialectical characteristic feature of the delayed second in
the form of the time — timelessness.

Static Polyphony

In some cultures delayed second is such an important mechanism that, I think, the type of the
drawn-out, delayed sounding — static polyphony should be studied separately, for in it, in contrast
with the chord, a synchronous type, a melodic phrase is not put together. It would not be topical if it
were drawn out only on the consonances (e.g. the Svan delayed triads in hymn songs alternate with
the also delayed fourth fifth chords).

In the contrasting polyphonic texture, where the creative principles of melodic development are
dominant, the functional initiative among the voices is distributed like waves, in the texture of static
polyphony the functional initiative among the voices is distributed equally.

1 think it is effective to adjust and compare such static polyphony with the modal system, where
the emphasis is laid on musical tunes, also on the repercussion as the present and not the finale, as



Dialectics of Second in Ethnic Music: Statics and Dynamics 173

the future. In static polyphony the horizontal links of the sounds, the attraction among them, is as
much topical as the vibrant sounding becomes less urgent — when compared with the 1 of the received
information.

In conclusion I should say that the second, its most prominent manifestation in particular, is the
dialectical co-existence of two tones, two systems, two paradigms, two worlds. Herewith, it is an ex-
pression of the static melody, a sort of mobile immobility, by means of which it creates the image of
transcendental time. Perhaps because of this (in order to communicate with the invisible) it is used by
separate peoples, the Svans among them, in their hymn-type songs (in folk songs similar consonances
are encountered in Vietnam, Taiwan, Tibet, Latvia, Lithuania, Melanesia, Bosnia-Herzegovina, Bul-
garia, etc).
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Audio Examples

Voices of the World: An Anthology of Vocal Expression.

An Anthology of Vocal Exspression.

Collection du Centre National de la Recherche Scientifique et du Musée de I’Homme. France. 1996.
CD I Ne34. Solomon Islands, Guadalcanal: Women'’s song, rope repertoire.

CD 1II Ne20. Papua New Guinea [latmul]: Voices of the mai spirits.

CD III Ne7. Indonesia, Sulawesi [Toraja]: Men’s chorus, manimbon.

CD III Nel5. Macedonia: Rain-making song, dodole.

CD III Ne20. Georgia, Svaneti: Male funerary chorus, zar.

CD III Ne25. Albania [Lab]: Male corus, himarioce.
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