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 Tamaz gabisonia
(saqarTvelo)

sekundis dialeqtika eTnikur musikaSi: 

statika da dinamika

warmodgenili TemiT davinteresdi vietnamis Sromis simReraSi Seyovnebuli se-

kunduri xmovanebebis mosmenisas, romelmac energiis akumulaciis da, amave dros, in-

tensiuri xarjvis Seudarebeli SegrZneba damitova. gamiCnda moTxovnileba, mivaxlo-

vebodi eTnikur musikaSi sekundis sxvadasxva mniSvnelobis sakiTxs da problemas _ 

Tu ra meqanizmi ganapirobebs vertikalisa da horizontalis gzajvaredinze myofi am 

intervalis dialeqtikur bunebas. 

rogorc mazeli aRniSnavs (Мазель, 1991: 30-31), `didi sekunda arsobriv rols 

TamaSobs bevr kilour bgeraTrigSi, rogorc simaRliT mezobel bgerebs Soris in-

tervali da, amgvarad, principSi, naTeli xdeba, kiloTwarmoqmnis SesaZlo gzebis sa-

erTo xasiaTi, ra Taviseburic ar unda iyos es gzebi sxvadasxva pirobebSi, sxvadasxva 

xalxebSi~. marTlac, sekunda, erTi mxriv, melodiis safuZvelia, xolo meore mxriv _ 

erTgvari harmoniuli alternativisa. orive SemTxvevaSi, sekunda musikaSi moZraobis, 

iniciativis, energiis yvelaze martivi da dasabamismieri wyaroa. aleqseevis mowmobiT, 

ori mezobeli bgeris monacvleobiT intonireba metyvelebis melodizaciis yvelaze 

elementaruli da gavrcelebuli formaa (Алексеев, 1986: 102).
ZiriTadad, yuradRebas mivapyrobT mravalxmian vokalur tradicias, radgan mig-

vaCnia, rom movlenas unda davakvirdeT, rogorc adamianis xmis _ `substanciuri ia-

raRis~, produqts, romlis Zireuli, ontologiuri Tvisebaa uSualo, spontanuri 

TviTgamoxatva `Sinagani adamianisa~ (Орлов, 1972: 381). amasTan, iseTi wyobis mra-
valxmianobaSi, romlis TiToeul partiaze TiTo subieqtia pasuxismgebeli (swored 

vokalur garemoSi), xmaTasvla yvela doneze uwyveti SemoqmedebiTi yuradRebiT wa-

rimarTeba da, SeiZleba iTqvas, funqcionalurad kontinualuria; gansxvavebiT iseTi 

wyobis mravalxmianobisagan, romlis minimum orxmianobis xmaTasvlas erTi Semsrule-

beli axorcielebs (instrumentze) yuradRebis talRiseburi gadanawilebiT, anu _ 

diskretulad. CvenTvis ki swored TiToeuli xmis funqcionaluri damoukideblobaa 

saintereso. 

zogadad sekunda xalxur mravalxmianobaSi imdenad mniSvnelovani faqtoria, rom 

cneba `sekunduri polifonia~ sakmaod aprobirebuli terminia eTnomusikologiaSi 

(mesneri, 2010). 
moxsenebaSi, ZiriTadad, saubari gveqneba xalxur diatonikaSi yvelaze xSirad 

gamoyenebad sekundaze, romelsac evropuli akademiuri wyobis didi sekunda ufro 

Seesabameba, vidre patara sekunda (cxadia, rodesac did sekundaze vsaubrobT, mis 

SefardebiT sidides, zonur bunebas vgulisxmobT). amas tradiciul mravalxmian mu-

sikaSi anhemitonuri kiloebis gavrcelebis masStaburoba adasturebs. pentatonika, 
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rogorc, zogadad, eTnikuri samyaros erT-erTi yvelaze gavrcelebuli sistema, swo-

red mTeltonian sekundas icnobs. 

miuxedavad imisa, rom eTnomusikaluri movlena, romelsac mesneri cneba `uxeSi 

diafoniiT~ (Schwebungsbungsdiaphonie, agreTve, `interferenciuli diafoniiT~) aR-

niSnavs (mesneri, 2008: 314-321), xSir SemTxvevebSi, ufro did da patara sekundas So-
ris mdebare neitraluri intervalis dominirebas gulisxmobs (rogorc gansakuTre-

biT mWaxe xmovanebisas), Semsrulebel-msmenelis mier sekunduri bgeraTSeTanxmebis 

garkveuli drois ganmavlobaSi fiqsacia xalxur musikaSi, didi umetesobiT, swored 

did (an neitralur) sekundaSi gamoixateba. 

cxadia, aqcents vamaxvilebT harmoniul da ara melodiur sekundaze, mravalx-

mianobis garemoSi _ simpoziumis Tematikis Sesabamisad. oRond, CvenTvis naklebad 

problematuria sekundis fenomenis ganxilva homofoniis saTanxlebo plastSi, sadac 

sekundis mkveTri funqcionalizmi sonorulobisaken gadaxril ukonfliqtobaSi ikar-

geba. sekunda ufro wonadia funqcionaluri mravalxmianobis pirobebSi. aq igi drois 

koordinatTan erTad met sivrcul mniSvnelobas iZens. 

TviT heterofoniis pirobebSic (romelic, Cemi azriT, Tavisi funqcionaluri 

SinaarsiT, ufro axlos dgas kontrastul mravalxmianobasTan, vidre _ homofoniur-

Tan) swored sekunda, rogorc Tundac mxolod wertilovani ganStoeba, qmnis funq-

cionaluri kontrastis pirvelad SegrZnebas.

sekunda _ konsonansi da disonansi
sekunda marTlac rom ambivalenturia: harmoniuli TvalsazrisiT, igi disonansia, 

xolo melodiuri TvalsazrisiT _ konsonansi. ratom unda davukanonoT mas mxolod 

disonansurobis vertikaluri koordinati?

samusiko skolaSi swavlisas, rodesac intervalebs mixsnidnen, tercias, rogorc 

konsonanss nazad iRebdnen, xolo sekundis Cvenebisas klaviSebs gametebiT urtyamdnen. 

sxvasac xom ar aqvs msgavsi mogoneba?

cxadia, sekundas gaaCnia obieqturi mocemuloba, JRerdes garkveulwilad `ara-

komfortulad~ _ rac advilad aRqmisTvis naklebadaa momarjvebuli da, TiTqmis 

yovelTvis evristikul mimarTebas saWiroebs (Медушевский, 1976: 119). am arakom-
fortulobis ZiriTadi obieqturi mizezi akustikuri Zgeris faqtoria (sekunda, ro-

gorc akustikuri disonansi) (Сохор, 1986: 40-41). 
marTlac, sekunda bgeraTa obertonuli sistemis maTematikurad rTuli Sefarde-

baa, amitom iTvleba disonansad. amgvari logikiT, rTuli Sefardeba arakomfortul 

SegrZnebebs badebs. magram musikaSi da, zogadad, xelovnebaSi mxolod komfortulis 

kategoriiT xelmZRvaneloba fonuri dizainis farglebs ver gascdeba. amitomac xdeba 

droTa ganmavlobaSi termin `disonansis~ uaryofiTi esTetikuri Sinaarsisagan Tana-

mimdevrulad dacla. 

Oobieqturi SefasebiT, calke aRebuli disonanturi JReradoba sxvadasxva musikalur-

saazrovno paradigmaSi TiTqos adekvaturad unda aRiqmebodes, magram, fenomenologiuri 

da semiotikuri ganpirobebulobiT, igi gansxvavebuli SinaarsiT itvirTeba da masze aqcen-

tic ukve niSanTa sistemaSi mdebareobis mixedviT aRiqmeba (`konsonansi“ da „disonansi“). 



162

sekundis fenomenologiuri arsi marTlac sruliad sxvaa xalxur musikaSi, vid-

re evropul profesiul musikaSi. pirvelSi, TiTqosda srulad cxaddeba Sonbergis 

musikaluri sivrcis erTianobis kanoni, sadac ar arsebobs ramdenadme prioritetu-

li lokalizeba (Орлов, 1972: 385). iqneb, amitomacaa arakorelaturi `konsonansuri~ 

TuU`disonansuri~ intervalebis Seyovnebuli xmovaneba eTnikur musikaSi. 

miuxedavad amisa, sekunda zogjer dResac gaigeba, rogorc `kilouri disonansi~, 

rogorc meryevi elementi (Сохор, 1986: 42). Tumca, rodesac igi gansxvavebul mu-

sikalur paradigmaSi apriori meryev intervalad ar miiCneva, igi iSorebs kilouri 

disonansis iarliysac. magaliTad, soxori miiCnevs, rom qarTul samxmianobaSi sekunda 

konsonansis rols TamaSobs (Сохор, 1986: 47).

harmoniuli sekunda _ melodiuri aRqma
stiven brauni, Tavisi `harmoniis xmianobis Teoriaze~ dayrdnobiT aRniSnavs, rom 

Tanxmovaneba unda aRiqmebodes erTianad da ara komponentebis winaswari analiziT, 

Tumca `harmonia miiReba melodiuri (da upirveles yovlisa, vokaluri) sistemis sa-

fuZvelze~ (brauni, 2003: 55). 

orlovis TqmiT, `harmoniuli intervali mxolod grZnobiTi aRqmis drosaa mo-

menturi obieqti: misi sididis zusti Sefaseba, kunTebis aqtivobis CaTvliT, moqme-

debaTa monacvleobas warmoadgens~ (Орлов, 1992: 274). garda fonuri da sonoruli 

efeqtisa, harmoniuli Tanamimdevrobis konteqstidan gamoyofili intervali (eTnikur 

musikaSi harmoniuli Tanmimdevrobis funqcionaluri konteqsti naklebad mniSvnelo-

vania), kvlav melodiuri kavSirebiT aRiqmeba (Сохор, 1986: 39). ase rom, Cven inter-
valsa da akords, fonuri, fenomenologiuri aRqmis garda, calkeuli tonebisadmi 

talRiseburi yuradRebiT aRviqvamT. es cxadi xdeba introspeqciis meTodiT sekundu-

ri xmovanebis mosmenis drosac. 

sainteresoa, rom melodiuri da harmoniuli sekunda SeiZleba erTmaneTSi gadai-

zardos erT-erTi bgeris CarTviT, an SewyvetiT, rac kidev ufro abundovnebs mkafio 

zRvars maT Soris. 

sekundis funqcionaluri xasiaTi
maJor-minorul tonalur sistemaSi sekundis orive bgera yovelTvis polusurad 

sawinaaRmdego funqcionaluri statusisaa. amitomac ar gadawydeba sekundis erTi 

bgera meoreSi, gansxvavebiT xalxuri wyobisa, sadac msgavsi gadawyveta savsebiT da-

saSvebia. tonalur sistemaSi sekunda bifunqcionaluria, xolo eTnikur sistemebTan 

axlos mdgom modalur wyobaSi (Sesabamisad _ pentatonikurSic) igi mizidulobis 

determinizmiT mxolod iSviaTad da mkrTali gamoxatulebiTaa datvirTuli. 

erTi ram ki aerTianebs `klasikuri~ da `eTnikuri~ sekundis funqcionalur ier-

saxeebs: orive SemTxvevaSi, igi daZabulobis _ muxtis `generatori~ da `akumulato-

ria~, oRond, pirvel SemTxvevaSi, misi gadawyveta, „ganmuxtva“ aucilebelia, xolo 

meoreSi _ erT-erTi SesaZlebeli gadawyvetilebaa. sekundis ̀ gadauwyveteloba~ akade-

miur musikaSi mxatvruli xerxia (kaTakreza _ musikalur ritorikaSi _ arasworad 

gadawyvetili an gadauwyveteli disonansi), xolo tradiciul musikaSi _ bunebrivi 

Tamaz gabisonia
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stiluri xerxi.

sainteresoa, rom xalxur musikaSi, kerZod, qarTulSi, droTa ganmavlobaSi vam-

CnevT sekundis funqcionaluri muxtis erTgvarad `gadalaxvis~ process. rac ufro 

Zvelia musikaluri plasti, miT ufro kontrastulia igi funqcionalurad. Semdgom-

Si, melodiuri ganviTarebis gamo (da Tu xalxuri musika evolucionirebs, viTardeba 

swored melodiis prioritetiT), funqcionalur iniciativas iCemebs zeda xma, ro-

gorc konturuli (Назайкинский, 1972: 119), xolo Sua xma Tmobs poziciebs. Sesaba-

misad igi eqceva zeda xmis gavlenis qveS da misi `orbitis~ paralelurad (ZiriTadad 

_ terciiT) gadaewyoba. es paralelizmi ki erTgvarad ̀ auTovebs~ sekundebs. ase xdeba 

qalaqur musikaSi (qarTulSi, evropis bevr xalxSi).

Seyovnebuli sekundis SesaZlo safuZvlebi
SesaZloa imis gamoc, rom sekunda eTnikur musikaSi meryev, gadasawyvet inter-

valad ar miiCneva, igi aq xSirad Seyovnebuli JReradobiTaa mocemuli. Tavad faqti, 

rom tradiciul musikaSi didi umravlesobiT didi sekunda `yovndeba~, miuTiTebs, 

rom igi im kilos eyrdnoba, romlis safexurebi erTmaneTis mimarT melodiur kav-

Sirebs qmnian da Tanabaruflebianni arian. eTnikur Seyovnebul sekundas, rogorc ukve 

aRvniSneT, energiis koncentraciis efeqti gaaCnia. 

aSkaraa, rom Seyovnebul sekundas axasiaTebs mkafiod gamorCeuli komunikaciuri 

niSani, rac swored mis Seyovnebisaken miswrafebaSi mdgomareobs, esaa emociuri da 

semantikuri reaqciis gamowveva (Медушевский, 1976: 37). 
magram, sekundis Seyovneba, SesaZloa, sxva qveSecneuli Tu gaazrebuli motivi-

Tac iyos ganpirobebuli: ori TanamJReri alternatuli toni, rogorc ori samyaros 

_ xilulisa da transcedentulis _ urTierTobis simbolo, rogorc am samyaroTa 

Soris zRvris aRmniSvneli, rac, zogadad, transcedentulis niSnadac aRiqmeba. sagu-

lisxmoa, rom svaneTSi Seyovnebul sekundas umetesad swored himnuri xasiaTis sim-

RerebSi vxvdebiT.

sekundis `sakralurobis~ mxriv, saintereso da gasaTvaliswinebelia soxoris 

Semdegi mosazrebac: `mas Semdeg, rac SromiT praqtikaSi aiTvises unisoni, did an 

patara sekundaSi (uzusto unisonSi) mRera, SesaZlebelia, damkvidrebuliyo magiur 

ritualebSi, rogorc uCveulo, arasadagi (radgan es ritualebi iTvaliswinebdnen 

qcevis yoveldRiuri formidan aucilebel gasvlas, adamianebis Sesaxedaobis TiTq-

mis aracnobadobamde). aqedan gamomdinare, sekunda gaxda sasargeblo da sasiamovno~ 

(Сохор, 1986: 49). 
braunis mixedviT, `vertikaluri integraciis~ pirobebSi, xmebis mizanmimarTuli 

bgeraTsimaRlebrivi daumTxvevloba uadresi SreebisaTvisaa damaxasiaTebeli, TviT 

zogierT cxovelSic (brauni, 2003: 62). 

ioseb Jordanias hipoTezis mixedviT, sekundur disonansebze damyarebuli sagun-

do mravalxmianoba `iyo adamianTa Soreul winaprebSi Tavdacvisa da fizikuri gadar-

Cenis centraluri iaraRi, romelic adamianebs uqmnida koleqtiur Segnebas, Sehyavda 

isini transul mdgomareobaSi... aseTma mdgomareobam, romelsac myari neiroqimiuri 

safuZveli hqonda, Seuqmna safuZveli adamianuri socialuri bunebis, moralisa da 

sekundis dialeqtika eTnikur musikaSi: 
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religiuri grZnobis Camoyalibebas~ (Jordania, 2012: 21-22). 

mecnieris azriT, swored amgvari mravalxmianobis gamoZaxilia msoflios sx-

vadasxva adgilebSi arsebuli sekunduri polifoniis kunZulebi, Tumca, aRniSnul 

sekundur xmovanebaSi igi Seyovnebul sekundas ar akonkretebs. 

SesaZlebelia, saintereso gamodges Seyovnebuli sekundis musikaluri persevera-

ciis movlenasTan paraleli. es ukanaskneli xSirad warmoiSoba, rogorc im bgeriTi 

STabeWdilebis anarekli, romelic ar gvakmayofilebs da romlis Secvlasac qveSec-

neulad vcdilobT. iqneb sekundis Semyovneblebic cdiloben, gadalaxon am ori bgeris 

antagonizmi maTi xazgasmiT (zogjer ki _ misi unisonSi gadazrdiT)?

Seyovnebul sekundas, SesaZloa, safuZvlad edos aseve agonaloba _ rTul moce-

mulobaSi xmaTa individualobis SenarCunebisadmi erTgvari sportuli Jini, an/da _ 

ori dapirispirebuli tonikaluri muxtis brZola funqcionaluri iniciativisaTvis.

SesaZloa, aseve, vigulisxmoT, rom Seyovnebuli sekunda xalxuri Semsruleblebi-

saTvis mravalxmiani muzicirebisadmi intenciis gansakuTrebulad mZafri gamoxatule-

baa, raSic Semsrulebeli individualobis gansakuTrebul SegrZnebas hpovebs. 

cxadia, zogadad, sekunda `egzotikuri~ intervalia da mas mxolod fenomenolo-

giuri axsnac SeiZleba moeZebnos.

magram SeiZleba harmoniuli sekundis Seyovnebis moTxovnileba kidev erTi mizez-

iT aixsnas: iqneb SemsrulebelTaTvis intervali sekundis, rogorc melodiis safuZ-

vlis, gabmuli TanaJReradoba melodiis statikuri xatia? proeqcia erT sibrtyeSi? 

marTlac, SeiZleba vigulisxmoT, rom melodiaSi sekundis momdevno bgeris wina, 

antagonisturi bgeris `waSlis~ efeqti, rac axlis damkvidrebis, moZraobis gancdas 

iwvevs, asociacias hpovebs harmoniuli sekundis or bgeraze Semsruleblisa Tu ms-

menelis yuradRebis talRisebur gadanawilebasTan.

amgvarad, SegviZlia, vigulisxmoT, rom sekundis intervali harmoniaSi _ iseve, 

rogorc melodiaSi – moZraobis, axlis damkvidrebis miswrafebaa. da amis dasturi 

swored misi gangrZoba-Seyovnebaa. sekunda, esaa melodia statikaSi, erTgvari simul-

tanuri melodia.

Seyovnebuli sekunda da, sazogadod, harmoniuli sekunda metad damaxasiaTebe-

lia qarTuli xalxuri musikis `eTnikur bgeriT idealSi~ (zemcovski, 1983: 20) _ 

kvartkvintakordSi, „triqordSi~ (arayiSvilis termini). mazelis TqmiT, `burdonze 

damyarebuli kvarta da kvinta qmnis xarisxobrivad Camoyalibebul interval did se-

kundas (3/2 : 4/3 = 9/8)... sami bgerisgan warmoqmnili ujredi (magaliTad – la-re-

mi), romelSic qveda bgera zeda bgerebs kvintiTa da kvartiT CamorCeba, ukve mowmo-

baa Camoyalibebuli TavisTavadi musikaluri elementisa sinkretuli erTobis wiaRSi~ 

(Мазель, 1991: 30-31). 
amasTan, kvartkvintakordi saintereso da iRbliani Serwymaa `yuradRebis Senar-

Cunebis yvelaze martivi xerxisa _ fonisa~ da `grZnobiTi materiis organizaciis~ 

erT-erTi `ZiriTadi principisa~ _ `kontrastisa~ (Голицин, 1980: 58-56). pirveli 

banis fonur funqciaSia gamoxatuli, xolo meore _ `kvarta-kvintur~ sekundaSi.

riTia msgavsi da gansxvavebuli eTnikur musikaSi aseTi gabmulxmovani JReradoba 

sekundisa da unisonisa? es ukanasknelic didxans grZeldeba. iqneb, unisonis didxans 
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gagrZeleba aseTi qveSecneuli an manamde arsebuli disonansis gadalaxvis mcdelobaa? 

sazogadod, xom ar migviTiTebs gabmul bgeraze musikis aRmoCenamde, adamianis evo-

luciis pirvel safexurebze? pirveladi gabmuli bgerebi – musikis Zieba, bgeris Zie-

ba. pirveladi musika marTlac Camoyalibebuli da garkveuli grZliobis mqone bgeraa, 

rogorc obieqti, romlis fiqsirebis unaric adamians gaaCnia. aseTad ver CaiTvleba, 

magaliTad, bgerebi, romelTa kombinacia Citebis JRurtuls qmnis.

samwuxarod, moxsenebaSi ar gvaqvs saubari Temaze, Tu ras niSnavs Seyovnebuli sekun-

da Tavad xalxuri SemsruleblebisaTvis. Tavad am sekundis identifikaciac eTnoforebSi 

garkveul siZneles warmoadgens. amasTan, Semsruleblis pasuxi am kiTxvaze Tundac sau-

kunis win ufro adekvaturi iqneboda, vidre dRes. Tumca, cxadia, garkveuli semantikuri 

Sefasebis aRmosaCenad msgavsi SekiTxva ar unda moixsnas dRis moTxovnidan. 

sekundis Seyovneba _ drois SeCereba
msoflios sxvadasxva kulturaSi arsebobs rwmena, rom `SesaZlebelia samyaros-

euli droisa da transcedentuli udroobis logikurad gadaulaxavi zRvris gadabi-

jeba, adamianur gamocdilebaSi mudmivobisa da ukiduresi realobis Semotana~ (Орлов, 
1992: 66). am dros aqtualuri xdeba e.w. `perceptualuri dro~ (Орлов, 1972: 367), 
recipientis subieqturi dro. es SefardebiToba sxvadasxva rakursiTaa mimarTuli 

obieqturi qronotopisadmi (Орлов, 1972: 474).
zogadad, simaRlis ucvleli xmovaneba umoZraobaSi ganleuli drois yvela-

ze mkafio gamoxatulebaa. xolo Seyovnebuli JReradobis sekunda, Tu mas marTlac 

statikuri melodiis saxiT gaviazrebT, sakuTar droiT koordinatsac gvTavazobs. 

am SemTxvevaSi, statikuri melodia `SeCerebuli melodiaa~, erTgvari `simultanuri 

melodia~.

marTlac, xom ar aris sekunduri Seyovneba eskapizmis _ droisgan gaqcevis erT-

erTi saxe? rogorc orlovi aRniSnavs, aseTi musikis mosmenisas Cven gvaviwydeba re-

aluri dro da aRviqvamT erTgvar Seyovnebul konfiguracias _ struqturirebul 

`kristals~ da ara amorful `cecxlis als~ (Орлов, 1992: 49). 

statikuri mravalxmianoba
Seyovnebuli sekunda zogierT kulturaSi imdenad mniSvnelovan kompoziciur me-

qanizms warmoadgens, rom, vfiqrob, calke unda ganixilebodes gabmuli, Seyovnebuli 

xmovanebis mravalxmianobis tipi _ statikuri mravalxmianoba, romelSic, gansxvavebiT 

qordulisagan, sinqronulisagan, melodiuri fraza ar ikribeba. igi ar iqneboda aqtu-

aluri, marto samxmovanebebze da konsonansebze rom iyos gagrZelebuli (magaliTad, 

svanuri Seyovnebuli samxmovanebebi himnur simRerebSi monacvleoben aseve Seyovnebul 

kvartkvintakordebTan).

kontrastuli mravalxmianobis faqturaSi, sadac melodiuri ganviTarebis Semo-

qmedebiTi principebi batonobs, xmebs Soris funqcionaluri iniciativa talRisebu-

radaa ganawilebuli, statikur mravalxmian faqturaSi ki xmebs Soris funqcionalu-

ri iniciativa Tanabrad nawildeba.

vfiqrobT, nayofieria amgvari statikuri mravalxmianobis datoleba, misadageba 

sekundis dialeqtika eTnikur musikaSi: 
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modalur sistemasTan, romelSic aqcenti bgeraTrigzea, aseve – reperkusaze, rogorc 

awmyoze da ara _ finalisze, rogorc _ myofadze. statikur mravalxmianobaSi bge-

raTa horizontaluri kavSirebi, maT Soris _ miziduloba, mxolod imdenadaa aqtu-

aluri, ramdenadac ukve araaqtualuri xdeba mJReri xmovaneba. 

. . . 
davaskvniT, rom sekunda eTnikur musikaSi, kerZod ki _ misi yvelaze mkafio ga-

movlena _ Seyovnebuli sekunda, ori tonalobis, ori sistemis, ori paradigmis, ori 

samyaros dialeqtikuri Tanamyofobaa. amasTan, igi statikuri melodiis gamoxatu-

lebaa, erTgvari moZravi uZraoba, riTac transcedentuli drois xats qmnis. iqneb 

swored amitom (uxilavTan komunikaciis mizniT) mimarTaven mas xSirad calkeuli 

xalxebi, Tundac svanebi, TavianT himnur simRerebSi (xalxur simReraSi msgavsi xmova-

nebebi gvxvdeba vietnamSi, taivanSi, tibetSi, latviaSi, litvaSi, melaneziaSi, bosnia-

hercogovinaSi, bulgareTSi da a.S.).
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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 I 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).

Dialectics of Second in Ethnic Music: Statics and Dynamics
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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.

I 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 
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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 l’Homme. France. 1996.

CD I #34. Solomon Islands, Guadalcanal: Women’s song, rope repertoire.

CD II #20. Papua New Guinea [Iatmul]: Voices of the mai spirits.

CD III #7. Indonesia, Sulawesi [Toraja]: Men’s chorus, manimbon.

CD III #15. Macedonia: Rain-making song, dodole.

CD III #20. Georgia, Svaneti: Male funerary chorus, zar.

CD III #25. Albania [Lab]: Male corus, himarioce.
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