foanHa 20 bpoj 43/2014 440 guHapa

My 3 U MK u

CTEBAH CT. MOKPARAL, Y
N3JAHMMA JOBAHA ®PAITA

KAKO HAPATWB MOMXKE BUTWU
MY3UKANAH? KOJIMKO
c MY3UKAJIAH MOXE HATU
HAPATUB?

T




M y3uKka BEOTPAICKUX
KA®AHA, CAJIOHA U
KJIYBOBA

Ciapoipagere fiecme
u3 andbyma Josana @pajiia

M y3UKA BEOTPAIICKUX

KA®AHA, CAJIOHA U
KJIIYBOBA

Mogepne uipe
u3 30upku
Josana @pajiia

CLIo

CLIO lzdavacko preduzece CLIO, Gospodar Jovanova 63, 11 000 Beograd, Srbija
tel: 011 3035 696, 3288 471, fax: 011 2624 334, info@clio.rs, www.clio.rs




CAAPXA)J

Contents
I

T'om. 20. 6p. 43/2014.
UDK 78:781(05)
MspaBauko npenysehe

cLlo

beorpap, I'ociogap Jopanosa 63
ten. 3035-696 Ten/dpaxc 2624-334
K. p. 340-22091-05
info@clio.rs

3a uspasaua
3opan XamoBuh

*

4 PABAIHE CPNCKE MY3UYKE KYNTYPE
FnaBum ypeanmk

Xpucruna Meguh Bpanxa Pagosuh: CTEBAH CTOJAHOBI'R MOKPAIbAI]
" VY U3TJAIBVIMA JOBAHA ®PAJTA
Pepakumja
Op bpanka Pagosuh,
IOp Karapuna Mapxosuh,

Op Jenena HoBak, [Ip ViBana Mepuh,
IOp Pactko JakoBbeBuh

4 THE BIRTH OF SERBIAN MUSIC CULTURE
Branka Radovié: STEVAN STOJANOVIC MOKRANJAC
WORKS PUBLISHED BY JOVAN FRAJT
(Abstract)

*

Uspasaukm caser
Ip 3apaBko braxexkoBuh,
Mp ®unun ®ununosuh,
Mmunena IHemnh, Muma Casuh

*

Ausajn xkopuna
CBetnana Bomuig

4 NYTEBM PA3BOJA CPNICKE MY3UYKE KYATYPE
Xpucimuna Meguh: JOBAH V1 BOJTEX ®PAJT
Y BEJINKOM PATY

*

JlexTypa n Kopexkrypa
Cama brarojesnh-bomkosuh

*

TexHUUKM YpeaHuK

Hejan Tacuh
* ¢ COURCES IN DEVELOPMENT
_ Wramna OF SERBIAN MUSIC CULTURE
Skr‘Pt‘l‘;g;tr‘g:;“°nal Hristina Medié: JOVAN AND VOJTEH FRAJT IN GREAT WAR £6

(Abstract)

Yaconuc n3nasu jeFaHNIyT TOAUIIHE

Cnuka Ha HACIOBHOj CTPAaHU
Bojrex ®pajr, npBM 3[jeCHA Ca BUOTTMHOM
u [Jparopy6 XKusanoBuh y cpegmun
ca KoHTpab6acoM - wiaHoBU OpKecTpa
Mysuka kpambese rapae 1916/1917. rogune

CnmKa Ha IOCeb0j CTPaHN
Bojrex ®pajT cepu npBu 3ecHa, ca
BUONIMHOM, 1916/1917.

Bpoj y perucrpy: 632-120494-03
ISSN 0354-9313

www.clio.rs

ObjaBprBatbe 0BOr 6poja GMHAHCHCKI CY IIOMOT/IN
MuHucTapcTBo KynType u unpopmucama Pery6nuke Cpbuje n
COKOJ

O O O 0 O O 0 O O O G v g g gt ot g vt g il g St it it tngtonnn D O O O O O O



Vol. 20. No. 43/2014.
UDC 78:781(05)
Publisher

cLlo

Belgrade, Gospodar Jovanova 63
Serbia
phone +381 11 3035-696
phone/fax +381 11 2624-334
info@clio.rs

Executive
Zoran Hamovic

*

Editor in Chief
Hristina Medi¢
*

Editorial Board
Branka Radovié¢ Ph.D.,
Katarina Markovi¢ Ph.D., Jelena
Novak Ph.D., Ivana Medi¢ Ph.D.,
Rastko Jakovljevi¢ Ph.D.

*

Editorial Council
Zdravko Blazekovic¢ Ph.D.,
Filip Filipovi¢ M.A., Milena Pesi¢,
Misa Savié

*

Cover Design
Svetlana Volic

*
Copy Editor
Sanja Blagojevi¢-Boskovi¢
*
Prepress
Dejan Tasic¢
*
Printed by

Skripta Internacional
Belgrade

The Musical Wave is published yearly

Cover Pages
Vojteh Frajt the first one from wrighte
with violin and Dragoljub Zivanovié in the
middle with contrabas - members of the
Orchestra of the Royal Regiment Music
1916/1917

Vojteh Frajt, sitting first from wrighte with
violin 1916/1917

No. in registry: 632-120494-03
ISSN 0354-9313

www.clio.rs

@ O 0 0 O O O O O GHENENL .l i gt oo g oot ot P PP Pt PP P tongopraoiviivivny vy D © © 6 6 O O

CAAPXAJ

Contenis
I

MY3UKA U APYTE YMETHOCTH
Amna 3euesuh: TPAMATUYHO Y IPAMU U OITIEPU (2) e X

MUSIC AND OTHER ARTS
Ana Zecevi¢: DRAMATIC IN DRAMA AND OPERA (2) é¢z
(Abstract)

NEW VIEW
Milos Zatkalik: HOW CAN NARRATIVE BE MUSICAL?
HOW MUSICAL CAN A NARRATIVE BE? 44

HOBM NOIJNEAMU

Munow 3amxanux: KAKO HAPATVIB MOKE BUTU MY3UKAJTAH?
KOIIMKO MY3UKATAH MOXE BUTU
HAPATUB
(Caxxerak)

MHIEKC UMEHA 66
INDEX OF NAMES

PELIEH3EHTU Y OBOM 6POJY 6§
REVIEWERS IN THIS ISSUE

Publication of this issue was sponsored by
The Ministry of Culture — Republic of Serbia and
Sokoj - Serbian Music Authors” Organization



Opn cBMX yMeTHOCTM My3uKa je Hajonvxka npumap-
HUM NpouecuMa n apxandHmum mogycuma MeHTanHor
PYHKLUMOHUCaHA.

Mwurnow 3aTtkanuk



o | DARASE CPTICKE MYBMUKE KYITYPE

Bpanxa Pagosuh*

CTEBAH CTOJAHOBWR MOKPAFbALL Y U3AAHMMA

JOBAHA QPAJTA

YIK: 78.071.1 Mokpamwan Crojanosuh C.
78.071.1 ®pajr J.

Biblid: 0354-9313, 20(2014) pp. 2-8

ITIpuxsaheno 3a mrammy: 20. genem6pa 2014.

OpurnHanTHM HAyYHN paj,

Casxerak: Paj je HacTao mMOBOJOM CTOTORM-
wsnie of MokpamyueBe CMpTH 11 6aBH Ce Y CBOM
LEeHTPaJIHOM Jie/Ty HAalllMM IPBUM IITaMIIaHUM
n3gamnumMa HapTMTypa HBHEroBUX pyKOBeTI/I. ITocne
yBOZa KOjU TOBOPYU O HEKMM acIeKTuMa Mokpam-
4eBOT KMBOTA U CTBApaJAllTBa, paJi ce KOHIeH-
Tpulle Ha femaTHOCT JoBaHa Ppajra, n3maBaya
Koju je uamehy nBa cBercka paTta 06jaBuO CBe
MokpamueBe pykoeTu. Kako ce To ofiB1jao y3
6pury u Hagzop MokpamwueBe yroBuie, Mapu-
je Mune Mokpamall, TO ICTOBPEMEHO CBeJ04M
7 0 BEpO/IOCTOjHOCTH 1Ie/IOT OAYXBaTa JoBaHa
®pajra. [leTabHNje CMO U3BPUININ PeJaKTOP-
ckn yBup y Ilpey u Iletiinaeciiiy pyxoeeiii, IpBY U
HOC/IeibY HACTaly, OCTaB/bajyhu ocTase 3a HEKy
npyry npunuky. Ilopeheme cMo usBpiman Ha
OCHOBy ,[IpyFI/IX Kopmmhe}mx HOTHUX 3aIInca, 3a
IIpsy pyxoseiti Huje cauyBaH ayTorpad, ma cMo
KopucTunu Bepsujy us Cabpanux gena, koja 3a
Hac IpefiCTaB/bajy pedepeHTHU MaTepujal.

He xenehn pa ce 6aBuMO oljeHaMa CcTBapasa-
LITBA, IpeNCOUTUBakeM Ouorpaduje, eBeHTY-
QJTHO IPYTauUjuM UCTOPUjCKUM KOOpPAMHATaMa
U IMoCcTaBKamMa, OBOM HpI/IHI/IKOM CMO IIo4Yenum C
obpazoM TeMe Koja o cafa Huje obpabuBaHa n
ca 06aBe30M Ja HACTaBMMO fiajbe ¥ OBOM IIPABILY.
JloKkyMeHTapHU ¥ HOTHU MaTepujas MpUI0XKeH
y3 OBY CTYAujy 06jaBibyje ce IpBMU IIyT.

K/py4yne peun: KoMNosuTop, fUpuUreHT, Iipso
beoipagcko iesauko gpyuwinieo, my3uuka wKkond,
pyxoseitiu, Josan Ppajit, u3gasauiitiéo

* Bpanka Pagosuh (1949), pegoBau mpodecop
Dunosodxo-ymMmeTHnuKor paxynrera YHuBep-
surera y Kparyjesuy.
braradovic@yahoo.com

O6jaBuna je kwure: Mana ucitiopuja my3uxe
1992, Ommenocii iocpitiarva (o Xpucrtunhepoj
onepu Cyiion, 2000), [opcku eujenay, u gpy-
ia Mysuuko-cyeHcka gena Hukone Xepyuiore
2000, Fbeiowt u my3uka 2001, MoHOTpadujy o
xomnosutopku Kcenuju 3eueBuh (Summa
Xeniana, 2007), xao 1 MoHorpadujy o Tomu-
cnaBy CraHuhy, HallleM IIMjaHUCTY KOjJ >KUBU
u pagu y Ibyjopky, 2010.

TOTOAMILIBLIIIA OFf CMPTY YMETHMKA 1 CTBapaolia Inpef-
CTaB/ba NPUINKY 33 IPEUCIIUTHBabE, IOHOBHO IpPO-
y4YaBaibe, HOCTaB/babe YMETHUYKOT OIyCca y TPOCTOPY

U BpeMeHY, IOHOBHO YMTakbe ¥ IIOHOBHO CTyIIambe.

Meby cBuM cprckum Mysudapuma fo faHac, ume CreBaHa
CrojanoBunha Mokpatblja CTOju BMCOKO, Ha HajBUILIUM Tpa-
HaMa CTBapa/allTBa, a/li HE CaMO y IOMEHY KOMIIO3UIuje 1
CBer OHOT 671ara Koje je KOMIIOHOBao, Beh 1 y MHOTMM ApyTUM
MY3UYKMM JieTaTHOCTMMA. PaBHONIpaBaH feo npefcTaB/ba OHY
TpaguLNjy Koja je fyboKo yTeMerbuta XopoBohy, Tj. xopckor
OUPUIEHTA, IYTHUKA KOjU jeé TOCTOBAO Ca CBOjUM XOPOM IIO
1L[eJIOM OHJAIbEM CBETY, 3aTMM [ACUOHUPAHOT Memorpacda
KOj) je Ha TepeHY CaKyI/baO HapOfHEe MeNOofMje U KaO KOM-
nosutop obpabhusao ux u npepahusao crasmpajyhu ux y csoja
[enia, ajiu MX M Kao eTHOMY3MKOJIOT IIPOYy4aBao U TEOPUjCKU
obpasnarao. bro je ncTakHyTa IMYHOCT Y CBOME BPEMEHY,
OpraHM3aToOp MY3UYKOT KMBOTA U IIMOHMUP ¥ MHOTUM 0671a-
CTUMA.

buno je y npsoj nonosuum 19. Beka u gpyrux mysmdapa
U HU3a TIOKYIIaja OCHMBaMKba My3M4Ke IIKOJIe, ¥ TO Y CBUM
cpenuHaMma y Kojuma je 6opaBno, kao u y beorpany y kome
je TeK/Ia U pacja Iberoba Kapujepa, anu je Mokpamal, 3ajefi-
Ho ca lIBetkom ManojmoBrhem n CrannciaBom Bunnukum,
ocHoBao CpIICKy MY3UUKY LIKOY (FaHac mkona Mokparway, y
Beorpapy) tek 1899. ronuHe 1 TeK je OH yCIeo Jja OKYIIM jouI
TPOjULly My3/4apa ca KojiMa je OCHOBAO IIPBYU I'yJadKy KBap-
teT y Cpbumjn.

Temko ce MOXKe IIOCTaBUTY XMjepapxiija TVX MHOTOOPOjHUX
[e/TaTHOCTY KOje HUCY CaMo 3arodeTe 1 ocTaB/beHe Oynyhum
reHepaumjaMa ja Ux JOBPIIABajy; CBU Ty mocnoBy pahenu cy
y UCTO BpeMe, [Tapajie/THO 1 MOfjjeJHAKO yCIIelTHo, a BehnHa
X je ¥ 3aBplIeHa.

MHora nuTama Cy ce TOKOM BpeMeHa ITI0CTaB/bala y Be3M C
MoKpamLeM U BETOBOM XOPCKOM MY3MKOM, a jeJHO Of] Haj-
vemhux je 3aIITO je KOMIIOHOBAO CaMO XOPCKe CBUTE, 3aILUTO
HUje MICAo 3a OPKeCTap, 3a MHCTPYMEHTAa/IHN aHCaMOJI, 3a
BUOJIMHY, KTTaBUP M1 KAMEPHM CacTaB.

Hberos nHCTPyMeHT 6110 je XOp, ZPYIMUX aHCaMbana y To Bpe-
Me Huje 61710, ZaKiie, MOPaIo ce KOMIIOHOBATHM 33 OHO 3a LITa
Cy mocrojane MOryhHOCTU jaBHOT M3Bohema Ha KOHLEPTHOM
nopujymy. VI te kako je Mokpamal Morao y MuHXeHy fia 4yje
CBe BPCTe OPKECTAPCKOT, KAMEPHOT M COMMUCTUYKOL CBUPamha.
Anu, oH je xeneo cBoj usBohaukm aHcam61 u pykosobheme
BbJIMe, COIICTBEHO U3BODeme CONCTBEHE MY3UKe.

Beh y npBoj nonosunn 19. Bexa y Cpbuju cy HacTanu 6pojan
XOPCKM aHCaMb/IM Koji Cy USBOAM/IN XOpCKe mmecMe foMahmx
U CTpaHux ayTopa. HanmoHanmHu Tajac ce mMmpuo u OH je y
MY3ULM [IPefCTaB/bao jefHN U Blafajyhu cTuacku mpasai.
Bes uikomoBaHux Mysudapa, 6es usBobhaua u conucra Koju cy
Kapujepy M KOHIIepTHU XUBOT rpangunn y Cpbuju, BUSUMO
jenuHy MOryhHOCT Yy OHOMe IYTY KOju je ogabpao Mokparar:
Jla KOMIIOHYje 3a CBOj X0Op Koju he Ta fena Haj60/be 1 U3BECTIL.



On rogune 1887. pa3Bujao je Hajpe CTBapaaadKy aKTUBHOCT,
KOMIIOHYjyhu IpeTe>xHO 3a XOpCKM aHCaMOJI, aTit UCTO TAKO
jé TIOKa3MBao 3Ha4yajHe OPraHM3aTOPCKe aKTUBHOCTM, Tpajiu-
Te/bCKe — Y MOT/Iefly OCHMBAaba MHCTUTYLIM]A, KAo 1 Memorpad-
CKe, y benexxerby HApORHOT Or1ara, a 3aTUM 1 Ka0 TeopeTundap,
€THOMY3UKOJIOT, My3W4KH IIHCAll, Tefaror 1 nssobhau.

JupureHTCKe U CTBapajgauke aKTUBHOCTM ce mpernnhy
M CKOpO fa jenHMX 6e3 npyrux He 6u Hu 6mmo. [Jok ce Huje
ycranuo y beorpagckom nesauykom fgpyiursy, Mokpamalj je
pupurosao u Tunorpadckum meBauKuM IPYLITBOM Jaxuiuh
u CpIICKO-jeBpejCKMM MeBAaYKNUM APYIITBOM.

Hepacknpusa je mebysaBucroct beorpaackor mesaukor
npyitsa u Mokpamlja. Y 0BOM APYLITBY 6e/Iexx1o je cBoje
yMeTHMYKe II0YeTKe Kao IeBay ¥ MJIafi MMTOMall, o APyLITBa
je Zo6mo IPBY CTUIIEHAN]Y, OHO je GpPMHYIIO O BeMY 3a BpeMe
IbETOBUX CTPAHCTBOBaKha M KOHAYHO, NVIPUTOBAO je BhIUMeE Y
BEOMa JIyTOM U IJIOFHOM II€PUOJY KMBOTA.

3a 0BO JIPYIITBO je ICA0 CBOje PyKOBETU U M3BOAMO UX
CBY/ia I10 CBETY, Ha OPOjHMM TOCTOBambIMA Ca KOjUX je fob1jao
M3y3eTHO II0BO/bHE KPUTHUKE 1 OO jefjlaH Off IPBUX KYITyp-
Hux ambacamopa Haure sem/be. CBa OBa ITyTOBaa Tpajana
cy y neprogy ox 1893. go 1911, samouumwyhu y [Iy6poBHuKY,
Koropy u Hetumy (1893), HactaBmajyhu ce na ConyH, Cko-
wee u bygmnewty 1894, Llapurpan, [Tnosgus u Codujy 1895,
ITetporpapn, Huxmwu Hosropoa, Mocksy u Kujes 1896, Ha
HeMmauke rpagose (Bepnus, [Ipespen, Jlajoiur) 1899, a 3atum n
Capajeso, Crinurt, Hetume 1910, Tpcr, Pujexy, 3arpe6 1911.

ITyroBama cy Tpajaa CKOpo iBafieceT rOfHA y IPABUTHUM
pasMaljuMa U CKOpPO Y CBaKOj TOfUHY Oe/lesKeHe Cy yCIelrHe
TypHeje. HajHoBMja ucTpakxuBama y cpejuHaMa y Kojuma je
Moxkpaman ca beorpaickuM neBadykuM JpyHITBOM TOCTOBAO,
II0C7Ie CTO TOAVHA Of 1eroBe CMPTH, IOHENA CY ¥ HU3 HOBUX
Hopataka, 6emexxaka, perjeHsuja u KpUTHKA Koje Cy HaHAlLIbI
MY3MKOJIO3M U3BYK/IM U3 COIICTBEHMX apXMBa ¥ PUSHUIIA U
KOja Cy CaKyIl/beHa y je[JHOj YIIPaBO M3HaTOj Kbusy oborahy-
jyhu Hamra casHara O TUM ITyTOBambMMA M HACTYIIMMA, Kao U
0 KBaJIMTETY U3BOhema.!

Kao yBop y cBa 0Ba MHOCTpaHa ITyTOBamba OU/IN CY HACTYNN
10 3eMJbM, Y MHOTMM I'PaJJOBMMAa, KaKO y IPECTOHUIIN, TAKO
n 'y yuytpamsoctu Cpbuje. IuppuBy HOBMHCKY M3BEIITAjU
crtusanu ¢y u3 Mokpamw4ueBor pofHOr rpaja, HerotuHna, kaja
je Ha IIpoCIaBy IIOBOJOM OTKPMBama ClIoMeHMKa Xajiyk Besb-
KY, YyBEHOM jYHaKy 13 OBOT KPaja, M3BeJleHa KOMIIO3/TOPOBa
Hlecitia pyxoseiti HAa OTPOMHO ORYILEB/bEbE NPUCYTHUX.

Beh merose npBe usBenene pykoseru, IIpsa u [pyia, oxy-
nIeBMIIE Cy ClyInaone, a Mokpamarli je mocTao Mo3HaT y cpe-
Ji978:078

CBoje uMe 1 claBy IPOHOCKO je IpaioBUMa y KOjuMa je ca
CBOjMM XOpOM 6OPaBMO U AP>KA0 KOHIEpTe.

3apojeHocT Mokpamlia HapOZHNUM ITlecMaMa 3amouea je of
BEroBOT PAHOT NEeTMICTBA Kajja je cnyluao npeboraro ¢orn-
kiopHo Hacnebe cBora Kpaja, Victoune Cpbuje, ogHocHo Kpa-
juHe.

Yckopo je oH TO moxXerneo U Aa 3abenexXu, TaKo fia je Hberos
€THOMYSMKOJIOIIKY paj Hajipe 610 Menorpadcku, ani, y Teo-
PUjCKOM CMICITY, OH je CBOjy peanusaunjy sobuo y Ilpearo-
Bopy Hapognum ilecmama u uipama ca menogujama us /lesua.
Mako 61 ce ouekuBano fa je GONIKIOPHO yTeMe/betbe Hhero-
BOT CTBapa/IalliTBa IPOMCTEKIO U3 XM/baJja 3a1MCa HAPOJHUX
MeTIofiija U3 CBUX KpajeBa, OHO Ce MepH ca HEKONIMKO CTOTHHA,
1j. y Cabpanum genuma® nma 381 3abenexxena necma. CacBum
je CUTYpHO fia je OBaj IMOHMPCKMY, 3allMICUBAYKM pafi Iogpa-

3yMeBao yTro 6aB/berbe HAPOJHOM MY3UKOM
Ha Ha4MH KOjU je HEIIOCPEeHO MOrao Jia ce
yrpagu y Gpopme yMeTHUYKE MY3SHKe.

Haunn Ha Koju je Mokpamal, paguo ca
HApOJHMM IlecMaMa U urpama 61usax je u
C/IMYaH CBYM KOMIIO3MTOPYMMA Hal[MOHAa-
Hux 1kosna 19. Beka, I''muaku nu CMetaHn
MofljeJHaKO, a JMPEKTHO Ce HACTaB/ba Ha
pan Kopuennja Crankosuha, ¢ Tum urro je
Moxpamarj jor 61/Ku U3BOpuUMa U TPagi-
L[Mj} HaLIeT HapOXHOT meBama. Menorpad-
CKU PaJ] je JUPEKTHO, Y3POYHO-TIOC/IeANY-
HO B€3aH Ca HheroBMM CTBapanalliTBOM, ca
HerOBOM OCHOBHOM TE€HJEHIMjOM, cap-
’KajeM ¥ TOHOM HeroBe MYy3UKe, I CBEeTOBHE
U [yXOBHe, y Koje je BYOOKO MMIIIEeMEeHTH-
paH. O 6/IMCKOCTY HAPOJHOT U IPKBEHOT 1
LIpKBeHO-HapopHor nuie u IIpegpar Muo-
npar: To je oHo wifio je 3ajegruuxu, cabopHo,
8eK08UMA KOBANO Widj HAW HeoOUUHU, anu
Upenio3HAPUBU CPUCKO-BUIAHTUUICKU eiLOC,
U3paskeH u Kpo3 Hau 0cobeHu GUHAPCKU MeH-
wanuiieii u Kpo3 6ankancKu my3uuKu 1<0g.3

[TpujatemcTBo M3Mebhy Komenmorpada
Hymwha u xommosutopa Mokpassia 610
je yuspurtheHo 3a BpemMe MoKpamueBOT
6opaBka y [IpuintiHu rje ra je yrocTuo cam
Hyumh, kao cprckn koH3yn y ToM rpagy. Ty
je oH Ha Tepeny, 1896. ronune, Morao fa ce
CacBUM MOCBETY MeToTpad)CKOM pafpy U ja
cakynu Hajoojbe IeBade HAPOZHMX IecaMa
KOjOM HPUINKOM je 3abenexno 160 Hapon-
Hux Memopuja. OH je ocehao kako ra 6orat-
CTBO U 00M/be MaTepujana Hafgaxmyje, KaKko
MY je BpeMe Koje je ofpenuo 3a menorpadu-
came KpaTKo I He[loBO/bHO. Vnak, ucnosmmno
je KpUTUYKY AYX U ca MHOro ocehaja ymeo
Ia 07 BOju HajOO/be TIeCMe Off OHUX APYTUX.

Benuky BpegHOoCcT mMa MokpamueBa
AyXOBHa MY3MKa, KOja IIpefiCTaB/ba NaH/aH
Ib€TOBOj CBETOBHOj MY3MLIM I PYKOBETUMA.

ITapanenHo ca WmeroBUM pPyKOBETUMA
HacTajajie Cy ¥ aHTOJIOIMjCKe NYXOBHE KOM-
nosunuje: nocne npsor Oiiena y ie mony,
HacTaso je u gpyro Oileno y puc mony Koje
ce JaHaC U3BOAY M Y IPKBEHUM, alu U y
KOHLePTHUM IpoctopuMa. IIpsu myT je
U3BefIeHO NPIMINKOM 0be/leXXaBama CTOro-
puisuie pohewa Byka Kapanuha, 1887.
ropuHe. PeMek-niesia n3yseTHe MOTPY>KeHO-
cTIt, MOUAOGEHOCTH, fyOOoKoT oceharpa mpo-
JKMIMajy aHTO/NOrujcKu Ibecr cBjart, jeman on
craBoBa Oilena y puc mony Koju IIpeAcTaBba
jelHO Off HAIIMX HajOO/BMX TYXOBHUX [ieNa,
yOIIITE.

Jluiiypiuja ceeitiol Josana 3naitioyciiol je
caM BpXyHal, MokpamueBe TyXOBHE MY31-
Ke, HacTasa je 1894/1895, mucaHa 3a MelIo-
BUTM XOP U 32 HEKONUKO Inacosa us Ocmo-
inacnuxa. KllacM4HM 4eTBOPOIJIACHU CTaB
U IpUMepeHe XapMoHuje, MehyTum, Hulira
He FOBOpe 0 13y3eTHOM HafaxHyhy craBoBa

S
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Te6e nojem, Cajatu 603xe, a HapounTO Xepy-
BMMCKe IIeCMe 4uja JIe[IoTa Y jeJHOCTaBHO-
CTU, CIMBEHOCTHU U CafipKajy MpeBasuiasu
CBe IITO je KOMIIOHOBAHO y HAllIOj IYXOB-
Hoj mysunu. Cnene kparku craposu OTija
u cuHa, JloctojHo 1 npasegHo 1 CBjaT. Jek-
TeHMja cojio H6aca MpeKnpajy CTaBoBe, ann
U Be3yjy LEeNOKYIIHY HUT U TOK JIuiniypiuje.
Cpenuuismu crtaB Tebe mojeM, HaJaXHYT,
KOHTPACTaH 110 CBOM CpelmbeM Jieny, IyH
je ysppxane mocsehenoctu Bory. Crene
IlocTojHO jecT, JenuH CBjaT, 3aTUM OOMMHM
[Tpuuacten (XBanure [ocniona). Tpu creme-
ha xpaha craBa unne jegHy uenuny Braro-
crnoseHrpjapy, Bugjexom cajer u [la ucnon-
BaTCja, Aa 61 ce mesno 3aBpunno Byan umja
Tocmonme y CBETIOM BYPCKOM TOHANUTETY.

Mokpamalj je KOMIIOHOBAO U IpyTa [y XOB-
Ha JlefIa Koja Cy JaHac IT0CTajIa MHTEeTPalHu
Jieo IPKBEHOT 6OrocyxXema, Jlse tiecme Ha
Benuxu seimax, Axamuciu, Tebe Boia xea-
num, Tpu ciiaifiuje Ha Benuky cyboitiy, Benu-
uanuje ce. Casu u gp. Op Memorpadckux
3alnca JIlyXoBHe My3suke, nopej Citipanol
iijenuja, mTamMnaHo je u Oiwilie fojarve, 3a
mrta je sacny>xaH Kocra Manojnosuh koju je
y OBY ipYTY 30MpKY 3aIIica yK/by4uo, Hopef
Mokpamlia M HU3 JPYIUX ayTopa.

Lleror cBor >xuBoTa Mokpamarj ce 60pno
ca MaTepujaJHUM IpobreMuMa, o 4eMmy
cBefoue MojIbe ca CTyAuja MUCaHe Ha pas-
nAu4uTe azipece: MUHMCTApCTBY POCBETe,
BeorpackoM neBaukoM PYLITBY, POAOMHM
u npujartebuma, Herorunnuma. M y Bpe-
Me HerOBOT KOHAYHOT ITOBPATKA Y 3€M/by U
OpOjHMX aKTUBHOCTH, IONOXKaj My3U4apa

Cnuka 6p. 1 - YHyTpammocT pagme
JoBana ®pajra

y Tapammoj Cpouju Huje 610 HM HAPOUMUTO NPUSHAT, & HU
HarpabeH, Tako fia je OH pagMo BPeLHO ¥ MHOTO, HOCEOHO Of
MOMEHTa Kafia je CTBOpMO MOPOAMLLY, alil U3 MaTepUjaTHUX
remkoha HMje HMKaJa U IO Kpaja ycrmeo fa usabe.

IIpBy HOTHU MaTepujanu Cy ce NMPENNCUBAIN, YIIUCUBA-
7N U JOIUCUBAU PYKOM, O YeMy IIOCTOje CBEOYaHCTBA Y
OPUTMHATHUM PYKOIMCHMA KOjy CY OCTaly [0 HAllUX JaHa
Kao ayrorpadu, Maga He 3a cBe MokpamueBe KOMIIO3MUI{Hje.
MoxkpamueBo BpeMe je 610 foba IpBuUX usfama; Mehytum,
HeKM BUJIOBM M3/laBayKe NeaTHOCTY 31104y Cy MHTEH3UB-
HMje TeK 1oc/ie MoKpamwyeBe CMPTHL.

JOBAH ®PAJT U MOKPAHAL

Vsmeby nBa cBeTcka para y Beorpapy je mocrojana nsyserHa
uspaBauka kyha, Mysuxanuje Josana ®pajitia, ocHoBana 1920.
TOfIMHEe; OHA CBElOYM O BENIMKOM KY/ITYPHOM pacTy 1 Hapa-
CTamy CBUX BUJIOBA KYJITypPHE ¥ MY3M4Ke JIeTaTHOCTY TIOCTIe
OKOH4Yama Benukor para.

Yex ns [Insena us mopopuie Mmysudapa, 1 caM UCTaKHYTU
BMONIMHUCTA I My3U4ap Ha BUILle MHCTPYMeHaTa, JoBaH OpajT
mocenuo ce ¢ mopopunom y beorpag 1903. rogune u ogmax
[I0Ye0 fla ce MHTepecyje 3a Hapacrajyhe morpebe rpabhaHcke
KJace y ycriony. ¥ Beorpany je 6umo cBe Bullle MHCTPYMeHa-
ta mo rpabanckum kyhama, cBupame kaaBupa je 6uao mpe-
CTVDKHO 3aHUMame ¥ ,,00/buM KyhaMa®, cBe je Buie Maagmux
6110 3aMHTEpECOBAHO U AHTA)XOBAHO 3a II€Babe ¥ XOPOBMMaA
U CIMYHUM JpymITBMMa. Ha nmmu Tor Tamaca onmrer Kyii-
TypHor 6yhema, Joar OpajT je 0cHOBaO CBOjy M3AaBaUKy Kyhy
y KOjoj je unTaB HU3 efuIija 06yXBaTNO BeNMuKM 6poj HOTa U
HapTUTYpa HajpasHOBPCHIUjer MopeKia, a Mehy muma u 6pojae
KoMaje foMahux, cprckux ayTopa Kao 1 KOMIIO3UTOpa-CTpa-
Hala Koju cy genoBanu y Cpouju.

Y HeKOIMKO KaTajiora Koju Cy y30pHO objaB/buBaHy 1924,
1925, 1926, xao u y KacHUjuM roguHama, Opajt je cam 610 u
U3fjaBad U fUCTPUOYTEP, a y CBOjOj pafiiby KOja je MMIIO3HATHO
usrnefana, cynehn mo gocrynuum pororpadujama, u mpoga-
Ball CBOjUX HOTHUX U3fiama (cruxa 6p. 1).

Y momnucy us (BepoBaTHO) 1926. rofuHe 1oj HasUBOM Jyio-
cnosericke komilo3uyuje 3a 36op* Hamase ce TO6pojaHM Haj-
IIpe MYILIKY, OHJa >)KEHCKY XOPOBH, I1a MEIIOBUTHU Pa3BPCTAHM
YHyTap cBaKe U3IBOjeHe KaTeropuje, mo abeuefHOM pefy u
Ha TaTMHMYHOM nucMy. Ilopen cBakor HacloBa CTaB/beHaA je
I LleHa U3Jjama. Y TOM IONIUCY Ha/lase ce cBe MoKpamueBe
pykoseTu, usyses IIpse, satum Jluiiypiuja ce. Josana 3naitio-
ycitol (3aHMM/BUBO je [ja mulle ,371aToycTaro”), satuM Kosap
u Oipejana meceuuna. Ilene cy op 10 fo 42 fuHapa 110 jefIHOM
npuMepKy. Pajimba y K0joj ce MOry KyIuTy HOTe peKaMupa ce
U 10 Haj6o/beM U360PY MHCTPYMeHaTa, Ipubopa 3a HHCTPY-
MEHTe, XUIa, I'yjana, KyTuja u C/l., Kao ¥ HOTHE XapTuje n
HOTHMX Kibura. [Toce6HO ce pekaMupajy o mpofaju u moce-
[OBamY ,[7IACOBMPA‘, HaK/Ie KJIABMpPa PasTNINTUX Be/INUNHA,
LleHa ¥ KBa/lIMTeTa.

ITpe Hero 1mITO je moYyeo ca MITaMIambeM Karanora, Opajr je
3ajelJHO ca CBOjUM JIUTOrpa(oM HAYMHUO jeflaH IOIIC CBO-
jUX M37ama, KYLlaH Ha MallJHY, Ha KOMe Ce Hajlas3e IoNucaHe
Moxkpamuese Pykosern. Vima ux mecr: Ilpsa, [pyia, Yeitigp-
wia, Ocma, Heceinia n Ilettinaecitia, xao u Llpxeeno iiojarve.
Harase ce y py6puru koja Hocu HacmoB Xoposu. LleHe uspama
cy op 13 (Yetnepiiia pyxoseinr) no 32,50 nunapa (IIpsa pyxo-



seii). Beh Tama, ®pajr je usgao cBy kamepHy My3uky Jlorapa,
XopoBe bajmanckor u gp.

OuurnenHo je fga ce of Mokpamiia modeno (Kaga je ped
0 0361/PHOj MY3UIM CPICKUX ayTOpa) 1 Aa je Opajr Beoma
mobpo ocehao Taj Ayx HAIIMOHA/IN3MA M Ta/IaC HAPOJHE yMeT-
HOCTM KOjy Ceé HIMPYO, CTUIIA0 IOIMY/IApHOCT, a OBAKBA Jie/a
Cy MMaja CBaKy IIaHCy U Jia ce Ipojajy y panmu. IlemeceTak
HacjI0Ba TOBOPM O MOYelMMa U3faBayKe femaTHocTu. Jomuo
ce JIo IPEKO 0caM CTOTMHA Hacnosa. KaTanor mysukanuja
n3 1938-1939. ropune, MOCIENILY KOjU IIOCERYjEMO, CafipKI
My3JMKanuje, HOTe ¥ IapTUType pasBpcTaHe y 13 mornassba
KaTeropuja, of, HApOJHUX IlecaMa U Urapa, IpeKo MOJEepHUX
urapa, ofijfloMaka 13 oIepa 1 olepera, 0 KOMaja 3a IleBame y3
KJIaBUD, 33 BUOTIMHY U K/IABUP U IOCEOHO 3a TUTAPY, OPKecTap,
O[JHOCHO Ha Kpajy 1 3a XOPp.

Katamor us 1924/1925. rogune cagpxu 244 xomnosuiuje,
1926. nma 374 (130 HoBUX), 1927. roguHe 582 (HoBUX 217), ma
6u xaramor u3 1938/1939, cagpskao 829 kommosuumja, of Tora
247 nosux. ITocne cmpTu JoBana ®@pajra (1938) papmy u Tpro-
BUHY IIpeyseo je eros cuH CTeBaH ca MCTUM OpojeM Usfama
n 'y cnepehe nBe rogune, 1o 1940.

Y xatanory mysmkanuja us 1938/1939. non Hacmosom
CanoHcku opkecTap (ocToje ofjBojeHe Kareropuje 3a JlyBau-
K1 1 Benmku opkecrap) Hamase ce jBa HacoBa: MokpamueBa
necma Xajgyx Bewxo (1) n gpyru nacnos M3 ciiape Cpbuje u
Maxkegonuje. Te mapTUType HICMO IIPOHAIIIN, I1a HE 3HAMO
HI MIMe apaH>Kepa U OpKecTparopa.

ITox nctum HacnosoM M3 citiape Cpbuje u Maxegoruje Hama-
sumo Cegmy pyKoseili y Bep3uju 3a Knasup (ABe pyke) ca IoHe-
e gogatuM 6ac ToHoBuMa 1 nefanuma. Osa pykoset (Ceg-
Mma) ce Hanasy nop 6pojeM 360, a y okBupy eguuuje HapogHa
usgara (Edition populaire). HacnoBHa cTpaHa je yKpallleHa
rupnanpama muutha u nseha, nMe ayropa je HaBeneno kao Cr.
Mokpamall, a u3fame je IATMHUYHO. JeIMHO je IIpBa O3Ha-
Ka rno4yerHor Allegra o3HadeHa 1 METPOHOMCKM YeTBPTIHOM
HoTe 1 ca 132. VI osHaka cneneher onceka je takohe mara y
MeTpOHOMCKOj BpegHocTu: Allegro je caga ca 4eTBpTUHOM Y
MeTPOHOMCKOj o3Hauu 122. OcTasne o3HaKe TeMIa Cy UCKbY-
YMBO TEKCTYaJlHe.

OMubeHN MaHUD y CBUpPakby OHOra foba 1 oBfe je mpu-
MembeH, I1a yCpell HoTa Iuille U BepOasHa O3HAKA YKPIITatbe
pyKy (takobe Ha dppaHIycKOM jesuxy, dpumep Op. 1). Y Tom
UCTOM OJICEKY, IIECMU, MMaMO U IOfiaTe OKTaBe y COIpaHYy,
Kao 1 NMPeTXOfHO y bacy. [leTa/bHO Cy yIMCaHe JUHAMUKA,
arormka, akIeHTH, JMMMHYEH/a U leKpellleH ja-3HaluMa.
ITonerfe ce mpenucnBavy ,OMaKyIo , 1a My O3HaKe 3a CHU3MU-
JIMIIe OMaX 132 BUOMMHCKOT K/by4a, Ha II0YeTKY HOTHOT pefia,

ITpumep 6p. 1 - Cegma pyxoseiii y Bep3uju 3a KIaBUp
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6uBajy usmeby nuHuje u npasHuHe, Kako y
BUOJIMHCKOM TaKoO U y 6ac K/byuy.

IloyeBwmn op IIpse pyxoseitiu, CUTyaLi -
ja je mpyraumja. Hajmpe uspgama umajy cBo-
je mu3ajHepPCKO pelierbe’ 3a IPBY CTPaHy:
hupunuiom u TaTMHUIIOM HAIMCAHO je UMe
ayropa kao Cr. Ct. Mokpamali, usmehy npa
mucMa je mwerosa pororpaduja 13 HO3HUX
[laHa, 3aTUM ce y 6e/IoM KpyTy Hamasu 6poj
1, o3HaKa caMor 6poja pyKOBeTH, a MCIIOH
Tora, gpyrum ¢outom M3 moje gomosune.
Ha xpajy nuute u ga je to Edition Jovan Frajt
No 7. Ynorpeba nBa nucma, hupuanasor u
TATMHUYHOT, JOC/IEIHO je CIIPOBefleHa 1 Ha
HAaC/TIOBHMM CTPaHaMa 1 y TEKCTY IlecaMa JloK
je cajia MMe KOMIIO3MTOPa y TOPHEeM IeCHOM
yri1y osHaueHo kao Cresan Ct. Mokpamarli,
¥ TO CaMO jefHOM 1 caMo hupunuiom.

OHo 1mTO OfMax MOXe fia 3a4yAu jecTe
TO Jla Cy CBa M3Jama pyKkoBeTu mpompahe-
Ha K/TaBUPCKUM APTOM 1 y PYCHOTHU CBYAA
croju: Knasupcku ciliae je gogain 3aiio ga
6u ce napmutiypa moina naxuie YUTHLATU.
3a Hac JaHac He MOXXe OMTHU HEILITO JIaKIIe 32
YyTakbe Off YeTBOPOITIACHOT XOPCKOT CTaBa,
a/u ce BepOBaTHO Tpeba mpebanuTyt y OHO
BpeMe, 6orato My3udukum gorahamuma u
nspgaBaykoM KyhoM jennHoM Ha Bankany, ac
ApyTe CTpaHe aMaTePU3MOM KOjHI je joll yBeK
HafIB/IafiaBao O6MjI0 KakaB nIpodecnoHan-
3aM. /laHac ce 1 HajKOMIIZIMKOBaHMje Iap-
TUTYpe U HOT€ YNTajy U CBUPAjy C TaKohow,
0]l XOPCKMX /IO OPKECTAPCKUX U ONEePCKUX,
anmu - usfaBavyky kyhy kao mto je 6mra oHa
JoBana @pajra - Hemamo!

Ha nouetky Ilpse pyxoseitiu je o3HaKa
Allegro moderato (M. M. gerBptuHa 80),
3HAYM Ca METPOHOMCKOM o3HakoM. Jlomar
K/IaBUPCKM IApPT je NO Kpaja IPUCYTaH U
BeoMa 611 6yHIO II03HABAOLIa XOPCKe MY31Ke
Ja Huje jegHOT ucMa Mapuje Mune Moxpa-
ball, KOMIIO3UTOPOBE CYNpPYTe, IMCAHOT
1ocjie KOMIO3UTOPOBE CMPTH, Y KOME OHa
objaurmaBa MHOTO TOra:

OHo je HacnoBbeHo ca I1. I. (lowitiosanu
loctioguHe) ¥ TTIACH:

Yaciu mu je usseciiuiiu Bac, ga ce 1. Josan
Ppajin, usgasau mysuxkanuja y beoipagy,
upumuo ga usga cee Pyxoseiiu kao u ocitia-
na ceeiliosHa gena moia myxa iioxk. Ciliesana
Cin. Moxparuya.

Ceux teitinajecti Pyxoseiiu uszahu he y
oKy og iogure gara. [lo caga cy usauine u3
winamite I u II Pyxoseiu. VM3gare je tipuiipe-
MIbEHO eBPOTCKU, YKYCHO, HA OOPOj xapitiu-
ju, slogHom opmaitly, ca KNABUPCKUM U360-
gom, KOPUIUPaHo Uo opuiuHaiHom pyKouu-
Cy 0g CUipy4HOT TUUA, Ca METUPOHOMCKUM
o3Hauenum tmemiuma. Cee he Pyxoseitiu
buitiy witiamiane y Gapiiuiiiypu og etiupu
cuciliema, 3a c6axu iac 1o jegan cuciiem —
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mako, ga ce oge uapiuuiiype moty yuotipe-
buitiu ogmax u Kao inacosu upu iesawy y
xopy. Vciiog napuiuinype Hana3u ce Kaasup-
CKU U360¢g, pagu naxkuiel 4uitiarwa, Kao wiio
je moj diox. myx Citi. Moxpareay, u y c6ojoj
AUTRYPIUjU YHUHUO, U KAKO je 3a HUeotia
aeneo ca Pyxosetiuma ga ypagu.

Osakeo usgarve ca K1asUPCKUM U360gOM,
310gHo je u 3a tpusaiiiny yioiipeoy, o jecti:
34 c8aK01aA KO CBUPA KAABUP.

C o63upom Ha keanuilieil usgara yere he
Pykoseitiuma buitiu 6eoma ioilynapHe.

C ifioia Bac monum, ga ce ipu Habasmarsy
Pyxoseitiu ussonuiiie cHabgeiliy UCKbYU-
80 o8um usgarem i. Ppajiniosum, jep he oHo
OUiu jeguHo KOPeKiliHO U 10 yeHU jeditiu-
HUje 0g OHUX U3garbd CAMOBNACHUX U3GAB8a-
ua, koju He Huinajyhu Hukola, wpiyjy genuma
moia myxa iok. Citiesarna Citi. Moxpareya.

3a dopyyubune u obasewiiiiera MOIUM ga
ce obpaitiuitie Ha 1. Josana Ppajitia usgasa-
ua mysuxanuja, beoipag, Anexcangposa yi.
Bp. 11 unu na mene nuuro.

Beoipag 15. nHosembpa 1928.

C slowitiosarvem
Muua Cin. Mokpawua
Knes Muxajnos Benay, 32.5

M3 nucma ce BUAM HEKONMKO Ba>KHUX
CTBapu: HajIIpe, Aa cy 1928. rognHxe 6une seh
u3jlaTe IpBe B PYKOBETU U Jja C€ ¥ TOKY
cnepehe rognue, 1929, nnaHupano nspa-
Barbe CBUX OCTaJUX. 3aTUM, BUJIM Ce fia je
mofaTak KlaBupa caM Mokpamalj Jkeneo fia
ypaau IOCTeNHO Y CBUM PYKOBETUMA, /12 je
TO eroBa 3aMucao u ujeja u tpehe, na je
O4YMITIE[IHO CBOja ayTOPCKa IpaBa ca JoBa-
HoM DpajToM cpefua cama cynpyra, Muna
Mokpamaii, kao 1 fia je Beh mouesno ga pagu
»L[PHO TPXKMIITE" y MOrIeAy HeopamrheHor
usnaBama MokpamyeBux pykoseTu. Camum
THUM, OYMITIEfHO je fa je IOCTojana moTpeba
3a HOTaMa berosux Pykosery, Kao u fa je
pactao 6poj KOH3yMeHaTa, XOPCKMX IIeBa-
Ya M XOPCKMX aHcaMbasia Koju Cy >KeJIenn fa
usBoge MoKparmyueBy My3uKy.’

IIpsa pyxoseiu u3 1883. jequHa je muca-
Ha y OPUTMHAJIy 3a MYUIKM XOp U jefiuHa je
usBesieHa 1884. ox ctpane xopa Kopuenuje
Ciiankosuh. Xopcka mapTUTypa je 3amuca-
Ha y 4eTBOPOITIACHOM MYIIKOM XOpY (IpBK
U JPYTY TEHOP, IPBU U ApyTH 6ac) ma Tako
IIOCTOju U y usfiamy Jopana ®pajra. Ibena
Lpyra Bep3nja, oHa Koja je faHac derthe y
ymorpebu pacmucaHa je, MehyTum, 3a Meno-
BuTu xop. [Topehemwe cmo usBpinIM npema
Cabpanum genuma, Kisura 8.

ITopen unmennne fa cy cea Ppajrosa
usfama PykoBeTu ca nponpaTHuM KIaBUp-
CKUM NapTOM, OHO LITO yIafa y O4M jecy
MCTOBETHA TEMIIA 33 CBAKY IeCMY U OfiCeK,
anu ca ApyrayujuM MeTPOHOMCKMM O3Ha-

ITpumep 6p. 2 - IIpsa pyxosein: ,JIporyxxuna Ilembe Ajura“
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kama. Ha npumep, nmpsa necma ,,bojo mu, Bojo“ mounme kao u
nena Pykoset y Allegro moderato ¢ Tum uiro cy y Cabpanum
genuma fpyraduje MeTPOHOMCKe O3HaKe: YMeCTO YeTBPTIHE
80, cafa je yeTBpTMHa HamucaHa 108-112. Cnegehu Andan-
te Takobe ce pasnukyje y ob6e Bepsuje, ¢ TUM LITO je HOBUja
yjenHo u 6pxa. Hucy cBe AMHaMM4YKe O3HaKe MPELU3HO YIIN-
caHe, kako he To 6uTn y KacHmjem nsgamy, Beh camo oHa Benu-
Ka KpellleH/a U leKpelleH/ia (IlecMa ca Co/ioM TeHopa ,,I1ITo tn
je, Crano Mopu“) Kao Hu cBa puteHyTa. CaM CPICKM TEKCT je
y LyXY HallleT jesnKa ¥ JaHallber IIPaBoIca MEH3ypupaH ca
3apesnMa, To ce y PpajToBo BpeMe HMje KOPUCTIUIIO HA Taj
Ha4MH.

ITeo cror je sarum ko Ppajra y mecmu ,,IIporyxna [Tembe
Ajura“ peannsoBaH y iBa TMHUjCKa CUCTEMA JIOK je Y KaCHM)Oj
Bep3uju pacIICaH TaKo fja CBAKM I71ac MMa 3acebaH CUCTEM 3a
cBOjy meoHuny (Gpumep 6p. 2). Ha MCTV HA4MH je yIUBEHO U ¥
necMn ,Hacnonu riasy, CraHo, Ha MeHe".

Y necmu ,Japio, TaHe MOj“ M30CTajy aKLIEHTH U TauyKe, O3HA-
Ke 33 CTaKaTo, [1a TaKO JOCIIETHO Y CBUM ITIACOBMMA, PEKIIO O
ce fla Cy Y IUTaby pefakTopcKe nHTepBeHunje y Cabparum
genuma. Y 11€710j TOj IIECMM U30CTAjy aKL|EHTU Ha HaI/TAIlEHUM
yeTBpTHHAMa (Fpumep 6p. 3).

Cpakyu noHoB/beHM TeMno y OPpajToBOM M3Hamy HOCH 1
MeTPOHOMCKY O3HaKY, 0K ce y Cabparum genuma mpuminkom
[IOHaB/baba MCTMX O3HAKA 32 TEMIIO, He IOHAB/bAjY U METPO-
HoMcKe o3Hake. OHe ce, HalMe, [IOf;Pa3yMeBajy.

[Mocnenmwu Allegro mpep 3aBpureTak Pykoseifit iMa METPO-
HOMCKY O3HAaKy 4eTBPTMHA =152. JOK HMKaKBUX METPOHOM-
CKUX O3HaKa HeMa y MOC/IeIbeM U3JIAmbY.

Ip Munoje Munojesuh je y npukasy oBor nsfama Haao
HEKO/IMKO CUTHMjUX rpemaka. OH HajIpe YecTUTa HITaMIIa-
puju 3namiubop Ha jacHohu crora u ONUIMPHO KOMEHTApUIIIe
U3flarbe Ca KIaBIUPCKUM M3BOJIOM pednma:

ITpumep 6p. 3 - IIpsa pyxoseii: ,,Jano, 1aHe Moj

Allegro eon moto M. M. o .132)
»




ITpumep 6p. 4 - Ileininaeciiia pyxoseii: ,Mapuje*

PETNAESTA RUKOVET
Pesme iz Makedonile

NMETHAECTA PYKOBET
INecme ua Marenouuje

Allegro moderato M.M.e =50 Cresan Cr. Moxpawan
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Osaxo obpahen knasupcku 13609 uilak cayxu kao iomoh
Marve OKpelliHoM X0posohu Koju iliese wuilia uapiiuiiypy. 3a
knasupucitie je 6e3 uHLTtepeca.9

3aHuMBUBO je fa ce y Cabpanum genuma Kao M3Bopu 3a
u3JaBame PYKOBETY HUTTE He IOMUILY M3Jama JoBaHa Opaj-
Ta. 3a HeKe PyKOBeTH, Kao Ha mpuMep 3a [Ipsy, pelakKTopy 1
npupebusaun Cabpanux gena Hucy Hu nmanyu Mokpamues
OpUTMHATHM ayTorpad: YIIaBHOM M HajBUIIE Cy KOPUCTUIN
OHe HOTe Koje cy Hauu y IIpsom 6eoipagckom iiesauxom gpy-
wifiey 1 Off IpemucuBaya u3 foba kaza je Mokpamatii jour 61o
XKWB, Kao 1ITo ¢y To 6unu npenucu CresaHa Kmoknha us 1895.
ropuHe. [IpBo mITaMIIaHO M3Jamke CBUX IIETHAECT PYKOBETH je
usauuto y eguuuju Edition slave y Beay 1921/1922. ronnHe.

Jpyia pykoseili je 3a MHOTe 4aK I ,Hajinemnma“ Mokpamyepa
PYKOBeT ilo uzbopy citiasa, u o u3bopy iiecama Hecymrwuso
Hajnetiwa og ceujy Pyxosemu (M. Munojesuh). ¥ npukasy,
ceM XBaJle 3a Ileo NofyxBar JopaHa OpajTa y usfgaBamwy CBUX
PYKOBETH, HEMa OBOT'a ITyTa 3aMePKI.

Iletunaecuia pyxoseini ca necMama 13 MakefjoHuje yjeHo je
u nocnenmwa Mokpamwyiesa pykoseT. Kox ®@pajra Hema rofuHe
HacTaHKa fenma, anu To je 1909. roguua. Beh xop o3Hake TeM-
na y npBoj mecmu (,Mapuje®) y nBa mocMaTpaHa nsgama 3a
HMjaHCY je Apyraumja MeTpoHoMcKa o3Haka. Kog @pajra je
To yeTBpTUHA =80 (Gpumep 6p. 4), a y Cabpanum genuma je
yeTBpTMHA = 88-96). CBakako, Beh cam Temmo n3Bohemwa npse

ITpumep 6p. 5 - Ileininaeciiia pyxoseii: ,Cejana Junka
6ocnmpak”

(poslednju osminu u svakom takiu malo oduziti:
Hegmm g‘rcz{asn M. M. & .mblnncna,:\u_,y__ocnnny ¥ CEEKOM TEKTY MAI0 OAYHIETH)
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IecMe MOYKe HaC HaBeCTH Ha pasMMI/bakbe
o Kapaktepy. IIpenena memopuja y Mano
6p>KeM TeMITy, OFHOCHO MaJIO CIIOpHUjeM, Ma
u gpyradnje Kapakrepucruke. ¥ Cabpanum
genuma rybu of opujeHTanHe ycxuheHocTn.
ITopepn KmaBUpPCKOT M3BOJA KOjU U OBJIE IIpPa-
T XOPCKe feoHule, 1 OpajToso 1 nsfame
y Cabpanum genuma Kao #a Cy, OBOM IpuU-
TIMKOM, U3 UCTOT u3Bopa. He sHamo fa n je
TO, MOXJIa, caM MokpamueB ayTorpad, anu
MOIJIO OU ce TaKO IPeTIIOCTABUTH, jep CY U
AVHAMMKA 1 aTOTMKa HEIIpOMeHeHe.

Takobe u Texct Ha o6a nmucma, hupunny-
HOM U JTAaTMHMYHOM, yKa3yje Ha UCTOBETaH
nspop. CBa puTeHyTa U AUMMMHYEHTA Cy
takoDe ncTOBeTHa, Kao 1 ynucaHa Mokpatb-
4yeBa MpuMen6a, jefHOM M3HaJ, HOTHOT TeK-
CTa, a APYTU YT y BUAY PycHOTe KOJ IIecMe
»Cejana [Inunka 6ocmmpak®. [Ipumenba koja
rnacu: Ilocnegry ocmumy y c6axom waxidy
ogyxuiniu'® Merba TakT 2/4 y HeKH Off Hellpa-
BUJIHMX T3B. MAaKeJOHCKMX pUTMOBa (fipumep
6p. 5).

JeTa/pHMju yBUL 6U MOfpasyMeBao CTy-
AMpame CBAKOT I10je/IMHAYHOT 13/jatba PyKo-
BeTH, jep Konuko rog Munoje Musojesuh
TOBOPUO O ,,OPUTUMHAIHOj 00pann” y uspa-
wuMa Jopana Ppajra, pexyo 6u ce ga Huje
CacBUM TaKo Muu 6ap Huje UCTU CITy4aj ca
CBAaKOM PYKOBETM.

Jonarak KlaBUpCKe feOHMIE Kao Jja MofI-
CTMYe Ha MUCao ja je JopaH ®OpajT nmMao y
BUAY Hefaroumko usname MokpamwueBUX
PYKOBETH, a ICTOBPEMEHO YIIPaBO TO CBEJI0-
41 0 He MHOTO BICOKOM HIBOY U3BobaIuTBa
y My3MYKOM Pa3Bojy Tora foba.

Anu, caMa 4MbeHHUIIA TOCTOjamba TaKo
pasBujeHe u3gaBauke Kyhe, mpogajHor Mecta
My3uKanuja, Bohema pauyHa o CaBpeMeHUM
CTBapanayKyMM TOKOBMMA Yy MY3MYKOj YMeT-
HOCTH U HIMPOKOj PACIPOCTPAKEHOCTH Pas3-
AMYUTUX HATIOPA Kao IITO je 61I0 y BpeMe-
HY XUBJbeHa U JenaTHoCcTH JoBaHa Ppajra,
CITy>Ke 33 HayK U JVB/betbe NaHALIbUM I'eHe-
pauujama.

L Stevan Stojanovi¢ Mokranjac, (The Belgra-
de Choral Society Foreign Concert tours, editor
Biljana Milanovic, Institute od Musicology of the
Serbian Academy of Sciences and Arts, Serbian
Musicological Society, Belgrade 2014).

2 Ca6pana gena C. Ciu. Mokpatrya, 3aBoy 3a
yibeHNKe 1 HaCTaBHA CpeicTBa, beorpag, 1999.

3 Tlpeppar Muoppar: Tpuse y cpiickom upxee-
Hom fiojawy, Akamemuja CpIcKe IpaBOC/IaBHE
IIpKBe 3a YMETHOCT 1 KOH3epBanujy, beorpan,
Cpemcku Kapnosiy, 2014, 110.

4 Tlonuc je BepoBaTHO pabeH moBogoM Jyro-
CTIOBEHCKe My3MuKe U3noxxoe ogpxkane y beorpa-
1y 1926. ropune, IpBe TaKBe BPCTE HA OBUM IIPO-
cropruMa. Ha 10j cy 611y 137105KeHY pYKOIMCHA
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U IITaMIIaHA HOTHA U3/jatba, KIbUTE, YACOIUCH U
pasHe ipyre MysuKanuje.

> Ha 1o pemmeme Munoje Munojesuh je nmao
npumenbe: Mu cmo seh pexnu auwyhu o usga-
wy II Pykoseitiu (Ce.X.1928) ga je HacnosHu nuciti
Hefipuknagau. Pykoseitiu cy y citisapu geno camo-
ia napoga. Ci. Cini. Mokpareay, je kpo3 wux oge-
Koseuuo gyuly Hapoga. Beh cam nacnoemu nucii
iipeba ga ykasyje Ha TaxKo YUCILYy HAPOGHY cagp-
wmuny Pykoseitiu. A Huwitia Huje nakuie Heio
gatiu Kopuye Clunu3oeane HapogHum uapama,
OHAKO KaKo 4uuHe Pycu xag usgajy gena ceoi myu-
suuxoi onknopa, o6paheroi unu He. Bugu: IIp
Mwnoje Munojesuh: ,,IIpernen My3udkux uspa-
wa - Mysuxkanuje“, y: Mysuka, cB. 8/9 aBryct—
cenrembap, 1928, 31.

6 TIncmo je JOCIOBHO LUTUPAHO, 6e3 UCTIPaB-
KI ¥ MHTePBEHIIMja 610 Koje BPCTe, MOTIpTaHe
peun cy TakBe y OpUTMHany, ApXIBCKa 3a0CTaB-
mTyHa JopaHa ®pajra.

7 PYKOBETU 3acHU8a4a Hauiei My3uuKoi Hayu-
onanusma, Citi. Citi. Moxparuya, ¢ iipasom cy citie-
K7e douynapHocili. Anu kaga ce 3ua ga eehuna
ilesaukux gpyuitiasa fieéa PykoBetu us ipeiiu-
canux napimuiiypa (a Ko jamuu ga cy u wauHo
apeniucarne?) u ga cy iojegure willamiane y Krou-
iama xoposa ,Inasberne maimiuye”y Jbybmanu unu
y Edition Slave - koja suue He tiocitioju, ieuiko
gociiyiite, oHga ce mMopa Ho3gpasuiiiu Hamepa
u3gasaua ga usga ceux tieitinaecii Pykoseru.
Mmunoje Munojesuh, y: HaB. geno, 31.

8 Cimesan Ciniojanosuh Moxparway, CeeiliosHa
mysuka I. Pykosetiiu, npupehusad npod. Boju-
cnas Vinuh, Hoitia KwarkeBar, 3aBop 3a yiibeHn-
Ke M HacTaBHa cpepcTBa beorpaz, 1992.

° Ip Munoje Munojesuh: Has. geno, 31.

10 Cinn. Ciu. Moxparau, 15 Pykogein, Ilecme us
Maxegonuje, Joban ®pajrt, beorpan, cTp. 16.
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ApXnBCKM MaTepujan U3 3ao0CTaBLUTUHE
JoBaHa ®pajta

1. Karanor uspgamwa Mysukanuje Josana Opajitia 3a 1924/1925,
1926/1927. 1 1938/1939. roguny

2. ITonuc uspamwa ®pajr/Bojkosuh

3. Horan npumepun us Edition Jovan Frajt

4. Horuu npumepuu us Edition populaire

5. ®ororpaduje us nmepuona 1920-1922. rogune

6. Ilncmo Mune Mokpamwan 3 1928. roguHe

7. Ilnakat/monuc Jyiocnosencke komilosuyuje 3a 360p
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Summary: On the occasion of Stevan Mokranjac’s centenary, I have re-
flected upon his work and discussed several scores published by Jovan
Frajt, the publisher who, in the period between two world wars, released
and printed all Mokranjac’s Rukoveti (Garlands). Consequently Jovan
Frajt deserves credit for promotion of Mokranjac’s oeuvre in our country,
but also abroad, where Mokranjac’s music was already known, thanks to
the numerous travels and tours with the First Belgrade Singers’ Society
which performed a majority of his Rukoveti under his baton. This article
was written in honour of the centenary of Mokranjac’s death and deals in
its central part with the published scores of Mokranjac’s Rukoveti. After
the introduction in which I discuss some aspects of Mokranjac’s life and
work, my article focuses on Jovan Frajts editions. Since the publication
of scores was supervised by Mokranjac’s widow, Marija Mica Mokranjac,
this testifies to the credibility of Jovan Frajt’s endeavour. I have offered a
detailed editorial insight into the first and the last of the Rukoveti, the First
and the Fifteenth. A comparison was based on other available scores, and
since the autograph for the first Rukovet has not been preserved, I used a
version from the Collected Works as a reference material. Not wishing to
deal with evaluation of Mokranjac’s output, possible biographical revisions
and different historical coordinates, in this article I tackle the topic that
has not been discussed so far, with an obligation to proceed in the same
direction. Documentary and sheet music material enclosed with this study
is published for the first time.

Key words: Composer, conductor, First Belgrade Singers” Society, Music
School, rukoveti, Jovan Frajt, publishing

* Branka Radovi¢ (1949) is a professor at the Faculty of Philology and Arts
of the University of Kragujevac. She published books: Mala istorija muzike
1992, Otmenost posrtanja (on Hristi¢’s opera Suton, 2000), Gorski vijenac
i druga muzicko-scenska dela Nikole Hercigonje 2000, Njego$ i muzika
2001, monograph on a composer Ksenija Zecevi¢ (Summa Xeniana, 2007),
as well as a monograph (2010) on a Serbian pianist, Tomislav Stani¢, who
lives and works in New York.
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JOBAH W BOJTEX @PAIT'Y BENUKOM PATY

YIIK: 78(497.11)"1903/1925"

78.071.1:929 ®pajr J.

78.071.1:929 ®pajt B.
Biblid: 0354-9313, 20(2014) pp. 10-26
ITpuxsaheno 3a mrammy: 16. HoBemOpa 2014.
OpurnHaaHu HayYHM paj

Caxkerak: OBa MOHOrpadcka CTyAuja TeMe/bI
ce Ha UCTPaKUBamby 0OMMHe apXMBCKe 3a0CTaB-
wruHe nopopuie Ppajr. Takohe cy xopunthern
n uckasu u cehama wiaHOBa MOPOfULe, TOCEOHO
OHM Koju ce ofHOCe Ha ydeuthe JoBaHa u Bojrexa
@pajra y IIpBoM CBETCKOM PaTy. Y YBOZHOM Jiemy
CTyAMje pasMaTpa ce fonasak nopopute Ppajr y
CPIICKY IIPECTOHMUITY ¥ FoeHO YK/bydeHe Y My3UIKI
JKMBOT I'Pafia Y KOHTEKCTY [e/I0Bamba MHOTOOPOj-
HMX YeIIKVX My3udapa. Y TOM CMUCITY, OCHUBaIbe
Canoncke koHyeptiHe kailene Josana Ppajitia mpex,
caM no4eTak Benmkor para 3Ha4ajHO je He caMO
3aTO IUTO Y 10j CBUPAjy M TPU WIaHA IOPOAUIiE
®pajt, Beh 11 cTora IITO je Ta BpCTa IBIXOBE AKTHB-
HOCTU TIpefiCTaB/bajia IPBU KOPAK Ka OCHMBAMKY
uspaBauke kyhe (taja jemune rakse Ha bankaHy)
Mysuxanuje Josarna Ppajitia. Mapia je Benuku par
npekuHyo Hactyne CalloHCKe KaIlesle, MICKyCTBa
Koja cy u3 mera nmoHena 6paha ®pajr yTunama
Cy Ha BUXOB Jja/b¥ YMETHUYKM Pa3Boj. Crora je
CpeMILIbY fieo CTyAuje ocBeheH BIUXOBOM yde-
why y BenukoM pary. Y IieHTpy pasMaTparba OBOT
Iefla TeKCTa Cy KOHLIepTHM HacTynu JoBaHa Ppaj-
Ta y BpeMe ’BeroBor 3apobbenninTsa y Ilnseny
n Bojrexa ®pajra kao conucre u 4raHa Opke-
cTpa Mysuka kpabese rapae y ComyHy 1 MHOTUM
rpagosuma Ppannycke. OcHuBame ocie paTa
usgasadke kyhe Mysuxanuje Josana Ppajitia n
nokperame efuuuje Hapogha usgara npencrasba
3HaYajaH JaTyM y MysU4YKoM X1BoTy beorpapa. ¥
3aBPUTHOM JIe/Ty CTy/iuje aKIleHaT je CTaB/beH Ha
nBe craporpasacke necme Kpehe ce naha dpanuy-
cka u Tamo ganexo, Hactane y TOKy Benukor para
1 06jaB/beHe HEMOCPeJHO MocIe wera y PpajToBoj
enuuyju. JJokyMeHTapHU 1 HOTHY MaTepujasl Ipu-
JIOXEH Y3 OBY CTyAUjy 06jaB/byje ce IPBU IIyT.

Kmbyune peun: Josan @pajt, Bojrex ®pajt, Benu-
ku par, Kpd, Conyn, craporpapcke necme, Kpefe
ce naha ppanyycka, Tamo ganexo, xoten Mockea,
Hapogna usgarwa

* Xpuctuna Menuh (1943), Mysuxosnor, ype-
BHMK 6mbnuTeke Ars musica VsgaBauke kyhe
Clio, hrimed@eunet.rs

PagnoBe je o6jaBpuBana y yaconucuma Vciiou-
Huk, Tpehu apoipam Paguo Beoipaga, kao u'y
360opHUIIIMA AHANUTIUYKA UHTephpeayuja,
®MY u Cpiicka my3uuxa cyena, MysuKomomku
nacTuTyT CAHY.

HNona3ak y CprncKy npecToHuuy

epuop ox 1844. ronuHe Kaga je y beorpany onp:xan

KOHLepT gunnoMana IIpamkor konsepparopujyma o

nojase T3B. [Ipamike rpyne y 4erBproj genenuju 20.
BEKa, Tj. TPyIle CPIICKMX KOMIIO3UTOpA — CTy[eHaTa ¥ JUILIO-
maiia [Tpaiikor KOH3epBaTOpujyMa, 0Oe/leXKeH je HeoBameM
OpOjHIX YEIIKMX My3udapa Ha IPOCTopy (ZaHaiue) Cpbuje.
Behunowm 1mkonoBann Ha Opryseckoj mkonu y [Ipary unn Ha
IIpamkoM KOH3epBaTOpPUjyMy, OHU Cy IIPeAiCTaB/baay OHaj
HEeOIXOJaH NpodecroHaaTHU Kafap off KOjer ce OYeKMBajIo
fa My3udKu >KnBoT y CpOuju MoANIHEe Ha BUIIN YMETHUYKY
HMBO. IbuXoBa [le/laTHOCT Ha OBMM IIPOCTOpMMaA Off Kpaja 19.
BeKa Jjo noverka [IpBor ceeTckor para sallfa je y ToTOBO CBe
[IOpe MY3MUKOT )XIBOTA I OFrOBOpuiIa Ha Behuny morpeba y
cpenuHaMma y Kojuma ce ofBujana.! Yemkn mysudapu 6uam
Cy KaIleJTHUIIN, XopoBoDe, IMPUTeHT, HACTaBHULIY, UHCTPY-
MEHTa/IUCTU, KOMIIO3UTOPY, MY3UYKM KPUTUYAPU U MUCIH,
OpraHM3aTOPU MY3UYKOT XMBOTA, OCHUBAYM MHCTUTYLIMja
(1rkosna, KaMepHUX CacTaBa, XOpoBa, yacomnuca). Yecu cy umak
cBoj Hajsehn gonpuHoC ganu y ,,npoBuHLuju®, y Behum nnn
MamuM Mectuma Bojsognue n Cpbuje. CBojuM aHra>koBarmeM
U JIeIOBabeM USTPASVIIN CY jeflHY LIMPOKY MaTpUIy My3ud-
KOT )XKVMBOTA, KOja, IJIefaHo y rmobany (Tj. y OGHOCY Ha 110 Taj
reorpadCKu 1 KYITypHU IIPOCTOP KAO jefUHCTBEHY LieNNHY),
jour Huje 61Ia Pe3yITAT jefHE CUCTEMATCKM U IIPOMMUII/BEHO
00IMKOBaHe KYITYpHe MOMUTHUKE, /I je HECYMIbUBO Pa3BU-
JIa CBeCT 0 MOTpebu 3a mpodecnoHann3MoM, 3a U3TPALHOM
MY3SMYKUX MHCTUTYILIMja KAO HEOIXOJHMX HOCH/IAlA CBAKOT U
CBEYKYITHOT MY3MYKOT )XMBOTA ¥ pa3Boja.

Yeurka nopopuna ®pajt gonasu y beorpax y rognuu (1903)
KOjy CY y MOTTUTUYKOM CMICITY 00€IeXX /TN MajcKy IPEeBPaT U
AMHACTMYKA IpoMeHa Biactu y Kpamesunn Cpbuju, a y Kyi-
TypHOM (MY3MYKOM) CMUCTTY U3Boheme IpBe CpIicke omepe.
Behuna xpoHnvapa u nucropmdapa nepuop ox monosute 1903.
mo 1914. ronuHe (koju nmasa y Bpeme BinajgaBune [lerpa IIpsor
Kapabopbesuha) cmarpa mupuujum y ncropuju rpaga (beo-
rpazga) kaga je 36or ogpeheHOr eKOHOMCKOT IpocnepuTeTa’
Ap>KaBa MOI/Ia Buite U epuKacHuje fa OpUHe O MIPOCBETH U
KynTypu’.

Beorpap Beh Taga monpuma ocobune mo kojuma he 6utn n
OCTaTy NPeNo3HAT/bUB 1 [0 faHac. V3sBecHa 1[pTa KOCMOIONN-
TH3Ma, OTBOPEHOCT 1 foMahmHCKM offHOC IIpeMa CTpaHIMMa
(4aK 1 OHMMa U3 HepMjaTe/bCKUX 3eMajba), 3aTUM CHa)KHa
Kejba 3a MHPOpManMjaMa I ycrocTaBbameM 4Bpirhnx Besa
ca eBPOIICKMM CTPYjamMMa Ha I10/by YMETHOCTH, HayKe, Ha4MH
KUB/beHa, a1 U [I0jadyaHa O6puUra 3a O4yBambeM COICTBEHE
Tpajuiuje, YMETHOCTHU, KYITYpe U UCTOPU]jeE, caZla U3pasKeHa
¥ KO3 0361/bHa HayYHa CTpaXKuBamwa,* yuunuu cy Beorpag
uerTpom Jysxaux Crosena’.

Taj HoBu nyx Beorpana Ha moueTky 20. Beka pedekryje ce
U Ha 1eToB MY3U4KM XXUBOT. OUnITIefHA Cy HacTOjamba fia ce



My3nuKe MaHM(ecTalje IPOrpaMCKI U Cafip>KajHO jacHUje
apTUKY/INILY IO Y30PY Ha OHE U3 eBPOIICKUX MY3MYKUX IIeH-
tapa. C jefiHe cTpaHe, BUJI/bUBA je TeXIba f1a ce (Y TOM CMUCTY)
ocBoje Benuke popme — cuMpOHNja, OPATOPHUjyM, OIIEPa, U TO
He CaMO Kao TE€KOBMHE 3aIIa/{HOEBPOIICKE My3UYKe KYITYPE,
Beh u kao 0611k cpricke ymerHnuKe Mysuke. C Apyre cTpaHe,
MY3UYKM KUBOT beorpasia cse Bulire 60je HACTYIIN KAMEPHUX
cactaBa u aHcambaia (3a Koje Cy Haj3saclTy>XHMjU HaCTaBHU-
1 Cpricke MysudKe IIKOJIE), 2 KOjU Y KOHIIEPTHU perepToap
yHOCe HOBY MYSUUKY IUTepaTypy, oborahyjyhu tume u camy
KOHI[EMIMjy MPOTPaMCKUX cafipkaja.’

®pajrosu cy, fakie, 1 Kao Yecu 1 Kao CBeCTpaH!M My3nya-
pu’, Buenn y 6eorpanckoj My3n4Koj CpeAMHY BULIE AHCK
fia y 10j ienyjy u TuMe obesbefe 607be YCIOBe 3 )KUBOT CBOje
MHOTo6pojHe nopoguie.®

IIpsu y Beorpap ctmke (1903) JoBan Dpajr (sugu cnuxy 6p.
I) m ogmax cryna y KoHTakT ca CraHucnaBoM buHndkum xoju
ra HaKOH ay/iuiije NpuMa y opkecrap HapogHor nosopuuira’,
Kao 1 lberoBor ona Banmasa HemTo KacHuje. Hakon Tpu rogum-
He Y 0BOM opKecTpy cBupahe u JoBanoB mmabu 6par Bojrex.
Y3 opkecTapcko Mysunupame Jopan ®pajT je uMao IPUIUKY
Jia ce MCKaXke U y KaMepHOM cactaBy. Hamme, 12. cenTembpa
1903. HacTynuo je 3ajefHO ca YWIAHOBMMA IIO30PMLIHOT OpKe-
CTpa y KBapTeTy Yuji Cy CBY YWIAHOBU HOpeKIoM 6umu Hecn:
JoBaH Pyxxnuka (y To BpeMe KOHIIepTMajCTOP OpKecTpa)
JoBan @pajr Buonuue, llltona Brona u Manexk Mmabu Buo-
nonyeno. Onu cy ussenu I'ygauxu keapitieiti y Ec gypy oit. 12
®enukca Menpencona.l? To je yjenno 6umno u jennuo ®@pajro-
BO My3MLIMpalbe y TAKBOM cacTaBy. KacHuje, Tokom Bennxkor
para, ogpxao je jenaH koHuept y Kpymesiy sajeqto ca 6pa-
ToM Bojrexom, a npyru y IInseny ca 4emkom nujaHUCTKUBOM
KonpagoBoMm.

Tux roguna Hajmnabhu @pajrosu ymucyjy Cprcky Mysuaky
mkony — Marganmena (1904/1905) oxcex kmaBup Kop [Jauu-
ue Kpcruh, a Bojrex Buonuny!l. Cam JoaH ysuma yacose us
KOMIIO3MIIMje I MY3UYKe Teopuje Koj Komnosuropa Ilerpa
Kpcruha. Yckopo cnege u japun Hactynu. IleTHaectoropu-
mmwa Marganena 13. arycra 1907. roguse (Ha KOHLEPTY y
canmu Konapay, y opranusanuju ogbopa 6eorpafcKux rocmo-
buna) HacTyma Kao KIaBUPCKM capafHUK [TI03HATOM TEHO-
py Ypoury Jypuimnhy (Ha KacHMjUM KOHI[epTHMa IPaTH Ta
Munoje Munojesuh), koju nopep apuja u mecama Bepaunja,
Mapuukosuha, ®norosa, Mokpamia u Majepbepa usBogu
u KoMnosuuujy Jopana ®@pajra ,,Caka Moja necma“.!? ¥V toxy
1909. ropuHe ciefie ABa 3ajeHNYKa HacTyIa Bojrexa nu Mar-
manene. Ha koH1epTy yuenuka Cpricke mysuuke mkose 20.
MapTa Bojrex ®pajT y3 y4eHMUKM OpKecTap, JONYeH dja-
HoBMMa Mysuke Kpa/beBe rape moj ynpasom Buhecnasa
Penpne, ussonu berosenos Konuepiui y e gypy 3a euonumy
u opkectiiap, a MarpaneHa csupa Tapaniieny 3a Knasup A.
Py6bunmrajua. Y HapogroM nosopuiury 30. anpuiaa Bojrex
®pajr noHoso ussonu berosenos Konuyepini y lle gypy, anu
cajia y3 KJIaBUPCKY IpaTiby cecTpe MarjaneHe, a Ha UCIIMTHOM
KoHIepTy CpIicke My3uUKe IIKose 19. jyHa 1cTe ToOAMHe CBUpa
ITaranunujes Konyepin y [le gypy. Hakon Tora, Tokom 1911.
HAaKpPaTKo yuu y 3arpe6y Kofj IO3HATOT YeLIKOT BUOTMHNCTE
u negarora Bammasa Xymnal®, ga 6u ucre rogune 6mo npu-
M/beH Ha Beukn KoH3epBaTOpujyM y Kiacy takohe uyBeHOr
YeIIKOT BUOMMHIUCTE, y TO BpeMe Beh mosHaTor 1 6eorpanckoj
ny6mnuy, Opantuuexa Oxngpudeka.'* ¥ Beuy Bojrex ®pajr
ocraje o Kpaja 1914. ronuHe (Tj. 0 Kpaja CTyAMja ¥ CTUL[AbA
IUIIIOME).

Cinka 6p. 1- JoBan ®@pajr 1903. roguue

CanoHcka KoHUepTHa Kanena

Kapa je 1907. Ha Tepasujama mospuies, a
HapefiHe TOMHe Y3 IPUCYCTBO Kpasba [leTpa
ITpsor cBeyaHo 0TBOpeH XoTen Mockea, myk-
CY3HO, HajpeNpe3eHTaTUBHUj€E, a/li U HajBU-
Ille 3[jambe y TafalmeM beorpany, oH je yop-
30 [IOCTA0 MPABM LIEHTAP APYIITBEHOT, KYII-
TYPHOT, I1a ¥ IOJIUTUYIKOT XXMBOTA IPajia.

Entepujep merose kadaHcke caje ca
IIVPOKUM ¥ MACUBHUM CTYOOBMMA, BICO-
KOM yKpallleHOM TaBaHUIIOM, BETIMKIM OIJIe-
manuma ca nosnahenum okBupuma (uro je
Taja 6uro y Monu), orpaherum nmpocropom
3a MY3UKY (Tj. 32 Ma/IM CaJIOHCKM aHCaMOIT)
KOj¥ Ce Ha/lasyo UCIof, 6aIKoHa, a1 caMa
Io3uIiMja XOTeNa y Hajy>KeM LieHTpPy Tpaja,
cBe je To ynyhusano nga je beorpan go6uo
HLMHCTUTYIM)jy" HaJIIMK OHOj KaKas je 610
kace Lenitipan y Bedy y KojeM cy ce OKy-
weanu Bepdrn, Anrenbepr, Kadxa, Benexnn.
U xadana xotena Mocksa yop3o je mocrana
cacrajanuiiTte 6eorpajcke MHTEIEKTyalHe
enute. VI He camo Georpapcke.!> Enurer npe-
cToHIYKe KadaHe Huje joj 06e36emquma camo
[o3uIyja y LeHTpY, Beh 1 6/1usnHa BaXK HUX
Ky/ITypHuX ycranosa (HapogHo mosopuiure,
Kacuna, Konapan), kao u TproBaukux paj-
I 1 IPefICTaBHUIITaBa KOju Cy ce BehnHoM
Hajla3uIM Ha camMoM nodeTky Kues Muxaj-
nose ynuue. Kadana xotenra Mocksea yop3o
je mocTaja BaXXHO MeCTO 3a apTUKY/IHUCa-
e rpabhancke jaBue cdepe. Ebenu cranun
[OCeTHOLM OMIM CY IPeTeXHO 06pasoBaHM
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/byAU Hajpasnuuntujux npoduna (Mso Boj-
HoBuh, Cranoje Cranojesnh, Tomra MaHoj-
nosuh, Muxano Ilerposuh Anac, Ilerap
IManaswunuuy, I'sugo TapTama, CraHucnas
Bunasep, Momunto Hacracujesnh, Muorn
Lpwancku,Tun Yjesuh, Joan Bujenuh,
Ijep Kpmxauuh u gp.)', a sajennudxa nm je
6uta >xerba fja 6alll Ha TOM MECTY U Y TAKBOM
aMOMjeHTy pa3MeHe MUIUbeha O K/byYHUM
MUTakUMAa CBOT BpeMeHa!”

Ocobenoj atMocdepn HOIpUHOCUTIA je
U MY3MKa, KOjy CYy UCIIPBA M3BOAMIN 4/Ia-
HOBM IO30PUIIHOT opKecTpa. OCHUBameM
1909. ronune Canorcke KoOHUepiliHe Katiene
Josana Opajitia xoten je fo61O CBOj CTAMHU
aHcam671. IToper JoBaHa, Kao PBOT BUOJIN-
HICTe U JMPUTEHTa, YWIAHOBMU Kallere Ouin
cy: Bojrex ®pajt, gpyra BuonnHa, Marpa-
nena ®pajr, k1aBup, CreBan Mapkep, Bo-
nouyeno, ®pani Mepra, KoHTpabdac, Kapno
Meptn, pnayra v Munau Bysus, kapuHer u
060a'® (6ugu cnuky 6p. 2). Beh je u cam Hasus
Dpajrosor aHcamba (canoHcka, KOHUepTHHA)
yryhuBao Ha IporpaMcKy KOHIEIILIN}Y Ebero-
BMX HacTyna. OKOCHUIIY CY UMHUJIE TPaH-
CKpUIIIMje KOMafa 0361/bHe MY3IKe, MaXOM
us onepal® u onepera, a Hopex OpUTHHAT-
HUX COMUCTUIKUX (KOHIIEPTAHTHMX) KOMa-
na (Bujemwasckor, Capacarea, CBeHJCeHa 1
Ap.), MHOIITBO (OIKIOPHO 060jeHNX KOM-
HO3MIIMja CPICKUX U YeIlIKKX ayTopa (Benay,
cpiickux tiecama, Bnawixe tiecme, Pycku tioti-
iypu, Cnoserncke uipe, Buities Janows, Pocy-
JleK) OTKPUBAJIO je TeXIbY Ka HAIl[MOHAIHO]
U KaHPOBCKOj MIapONMMKOCTH. VI3Bohaukn
HUBO KaIlesle 6110 je Ha BIICOKOM HUBOY, jep
CY BeHY WIAHOBMU OM/IM BPCHU MHCTPYMeH-
TaJINCTH, HEKaZIAlI b} YTAHOBY ITO30PMITHOT
opKecTpa, a Heky u 6ygyhu BupTyosu umm
npodecopu Ha My3UYKMM mKomama.

JJa cy KOHLEPTHM HAaCTyIU Yy XOTeny
Mockea 6unu cxBaheHu 036M/bHO, KaKO O]
cTpaHe JoBana Opajra u mweroBor ancambia
TaKO U Of YIIpaBe XOTesa, JoKas3yje ITaM-
naHa Kwyoknna?! ca monncom (Ha CpIicKoM,
($paHIyCKOM ¥ HEMadKOM) U ypeLHOM
CUCTEMATU3ALMjOM CBUX KOMIIO3UIMja KOje
cy 61Ie Ha BUXOBOM perepToapy (a 6110 Ux
je 732), mTo je Taga 6uia HOBMHA y MY3U4-
koM xuBoTy Beorpasa. HoBuHa cy 6une un
OpojHe peK/aMe Koje Cy Y 10j 00jaB/bUBaIN
TPTOBILIM U 3aHATINje Ynje cy pupme 6ue
CTal[MOHMPaHe YIIPaBO Y OKONMHY XOTea.
VY capejcTBY CBUX TUX PasIMYUTUX CajipKa-
ja (MysuKa, ambujeHT, aTMOChepa) XoTena
Mockea u KujeHTeNe KOja UX je KOH3YMMU-
pana, y BbUMa y4ecTBOBa/la U Kpeupana ux,
ocehao ce fyx jeguor HoBor rpabaHckor fpy-
IITBA, a IO TOMe je KapaHCKU MU/be OBOT
XOTeJIa yIIPaBo U 61O MPeno3HAT/bUB.

CanoHcka KOHIIEPTHA Kalena JoBaHa
®pajra cBupana je y xoreny Mockea mo

Cmuka 6p. 2 - Canoncka koHuepiina Kaiiena Josana
®pajina Cene: CreBan Mapkep (npBu cneBa), Joan ®pajt
(mpyru cneBa), Marganena ®pajr, (y cpenuun) u Munan
Bysun (npBu 3gecHa). Croje: Bojrex ®@pajr (mpBu ciesa),
®pann Mepra (gpyru c resa), Kapno Mepti (tpehu ciesa)
U HeIIO3HATM MYILIKapall — TepKYCUOHUCTA (YeTBPTU
crieBa).

IIpBor cBetckor pata. HakoH meroBor 3aspiieTka Ppajt u
BysuH ca 4raHOBMMa Karese (a/Iu IIOf [JPYTUM UMEHOM), ¥
KO0jOj cajia KIaBUPCKY feonuiy ussoau Hukona banon
BpeMe cBMpajy y Oamtu [TosopunHe kadaHe.

22 Heko
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Cnuka 6p. 3 - I[Tnakar 3a koH1epT ofp>xaH y Kpymesuy 3.
HOBeMOpa 1915.



XuBoTt y nsdernuwutBy

Kao n MHOrMM Apyrum beorpahanuma, npe csera yemkmum
CTAaHOBHMILIMMA CPIICKe IPECTOHMIe, cBe Hajie PpajToBux y
HpocIepuTeTHHUjy 6yLyhHOCT 1 CUTypHM)Y eT3UCTeHIIN)Y, 360T
KOjUX Cy ¥ HayCcTuau YelKy u nmpecennam ce y Taja, mopep
Pycuje, jequHy c1060fiHy CIIOBEHCKY 3eMIbY, Ouie Cy usbu-
jameM Benukor para moTnyHo nokomnase. VMnak, mpuspike-
Hoct Beorpany u Cp6uju koja je xop Behune Uexa 6mia Beoma

Crnuka 6p. 4 - Joan ®pajt (npBU C1eBa, CTOjU Y ZPYIOM
peny) y Ilnseny 1918. roguue
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Cmuka 6p. 5 - IIporpam KoHLepTa y ABOpaHU foMa Pemcer,
27. maja 1917. ropune

U3pa)keHa, HMje IOoKojIebasIa bIX0Be TeXKIbe
U HaMepe Jla CBOj )XUBOT U JIe/I0BaIbe BEXY
32 OBY 3€MIbY.

M3 Tor pasnora Bojrex ce omMax HaKOH
3aBpLIEHNX CTyAMja Ha bedykoM KoH3epBa-
Topujymy Bpaha y Beorpan.?? [lJo mouerka
1915. roguue 6opaBu Kof cectpe Margare-
He (®pajr) llkapka y MyTanosoj 6p. 6,24
a 3aTMM ce ca 6paToM JOBAaHOM, HETOBOM
cynpyrom Emunujom n cunom CreBaHOM
npecemasa y Kpymesay?. Cynehn npema
ajipecy Ha IONNMICHULIM KOjy JoBaHy U3 AMe-
puke make cectpa JIynmmna (JInga), oH je y
Kpyesuy 6opasuo y kacapuau Crapa gap-
muja, oK je Bojrex 6mo y kacapuu y Pubap-
CKOj bamiL.

Y rom rpapy (Kpymesuy) 6paha ®pajr
upupebyjy 3. HoBeMOpa ucTe TOfVHE Y canu
Xotena Tako6o fOOGPOTBOPHY KOHIIEPT Y
kopuct LpBeHor kpcra (sugu cnuxy 6p. 3).
Ha mporpamy cy, nopen Cpiicke daniiia-
suje Joana @pajra, Oue momynapHe KOM-
IOo3MIIMje IIPETEXHO CIOBEHCKUX ayTopa
(ITonen, Bujewascku, Oppma, YajkoBckn),
kao u [laranunmjes Buonuncku xonuepin (y
IIporpamy je HarJaleHo ca KajieHom ®pan-
tuieka OHppudexa, BojrexoBor npodeco-
pa ca Beukor KoH3epBaTopujyma), e banaga
u Ilononesa Anpuja Bujetana; naxie, fena
KOMIIO3UTOPa CaBE3HMYKNUX 3eMaba. Kako
Ha [IporpaMy Huje HaBeJeHO Ko je 61o mpa-
THUIAL Ha KIaBUPY, IPETIOCTaB/baMo Jja Cy
HeKe off KOMIIO3u1ja 61Ie 3a CONO BYOJIM-
HY, OfIHOCHO TPaHCKPUIIIIMj€ 3a [BE BUOJIM-
He MM Ce Kao K/IAaBUPCKM CapajIHyK I0jaBUO
caMm JosaH ®pajT. JegHO je CUTYpHO, ZEOHUITY
BuonuHe y IlarannHmjeBoM KOHIEpTY U3BO-
nuo je Bojrex, oK ra je crapuju 6par mparuo
Ha K/1aBUpY.

Ho, te rogune JoBana (xoju taja uma 33
ropyuHe) y Kpymesny xance Hemuu 1 nnrep-
Hupajy ra y [Insen. Ty he (mpunynHo) pagutu
y dabpuuu lxoga®® (sugu cnuxy 6p. 4), anmu
U MIMaTU OPUIKKY Ja flaje IPUBAaTHE 4acoBe
(My3mke) kako 61 06e36enno MaTepujanHa
CcpecTBa 32 U3pXKaBarbe opoxpuie.?’ Jloky-
MEHTH cadyBaHM U3 TOT pa3fobma PpajroBor
XMBOTA OTKPMBA]jy fia je 6110 aKTMBAH U Kao
[UPUTEHT, OFHOCHO BUOIMHIUCTA. YBex6ao je
MYLIKI XOP KOjU je IOf, ’eroBuM Bohcrsom
U y OpraHM3alVjy IIeBaYKOT of0opa Apy-
mtBa Cnosan 27. maja 1917. roguHe HacTy-
o y gBopanu goma Pemcen y IlIkBapnane-
xy?® (sugu cnuxy 6p. 5). JoBaH je HacTymMO
U KaO BUOJIMHIUCTA. Y IPaTHhU NMjaHUCTKN-
we Konpanose usseo je banagy u iiononesy
Anpnuja BujeraHna, a ca Buonunucrom Ilex-
MaHOM I IIMjaHUCTOM Bir4ekom u menopgpamy
Ilymapeso geitie Konap>xa. Ha gonucaunm
Kojy je Joban ®pajT mocmnao 6. aprycra 1917.
ropuHe cynpysu y beorpap nmornmcano je n
ocaMm ynaHoBa nopoautle Ilexman.?’ Ouu-
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rnegHo ja je Ilexmanose @pajt nosHaBao of
panuje. Takobe, komnosutop Jupanek>’, anja
je KOMIIO3M1yja U3BeJieHa Ha OBOM KOHIEPTY,
ojas/byje ce HaKoH Benukor pata y ®pajro-
BuM usgawuma Edition populaire ca HeKOIKO
cBojux komnosuuuja: Tepiicuxopa, GoKCTpoT
EF 648, Xajgmo y ceilape, vapncron EF 65231,
Amo xeme, oxctpot (3 omepere Muc Ino-
puja) EF 657 u Bynxaitia Veana, 6yrapcka
urpa EF 777. V13 1917. roguHe (13. cenreM-
6ap) je u ®pajroBa mecma Ilesauesa mosn-
6a (Ilesauesa iipo36a) ca KpaTKUM HOTHUM
3aIMCOM.

AnbGaHcka ronrorta

Bojrex ®pajr ce HakoH 6opaBka y Kpyes-
1y (0fHOCHO y Kacapuu y Pubapckoj 6atmwin)
1915. ropguHe IPUAPYKUO CPIICKOj BOjcIi>2
U ca ’BOM IIOLIA0 Ha TerobaH MyT Ipeacka
IpeKo a6aHCKUX BpJIeTH M CTPMUHA. Y CpII-
CKOj BojcIM 6110 je HeKOMuKo croTuHa Yexa
mobpoBobalia, alu 1 3HaTaH OpoOj Mysu4a-
pa ApYTUX CTOBEHCKMX HALIMOHATHOCTH.
Taxo je, Ha mpumep, 1916. rogune Ha Kpdy
CTBOpeH mocebaH aHcaM671 CroseHo-cpiicka
mysuxa.* Tlopen Cranucnasa bunndkor u
MHorux 4iaHoBa Opkectpa Kpamese rapae
(xoju je Hajmpe 610 cTanuoHKupaH Ha Kpoy,
a satuM y COnyHy) y CPIICKO]j BOjCIiU OMIM CY
u Komnosutopu: Munoje Munojesuh (koju
ce 6opuo u y oba 6ankaHcka para), Kocra
Mamnojnosuh, Munenko ITayrnosuh, Jby6o-

mup Bommaxosuh, Ceeromnp Hacracujesnh, CaBa Cenecko-
Buh, Joas (Jan) Yp6au u Baryras Begpan, nujanncra Miages
M. Josanosuh, Tenop Bojucnas Typuscku, gupurest [Ipa-
ryruH ITokopHu, Kao u Buonon4Yenuctu Jopan Mokpamal un
Buhecnas Penpa, 3aTum yeruku xanenuuiu: Jleonong [JBop-
ak, Xnnko Mapxxnnen, Buhecnas Hurn, Emun JoHT, Jocun
Hemeuex.**

Y nopopuuu ®pajt (Hapouuto meby feriom u yHynuma Josa-
HoBe 1 Bojrexose cectpe Marpanene llIkapka) mpernpudaBase
cy u 4yBaHe ycrioMeHe Bojrexa @pajra us ror nepuopa: Toxom
wosnavera 1915. iogune og Ilpuspena ipema Cragpy cpiicka
8ojcka je gouina go Besuposoi mocitia Ha peuu Jpum. Obonenoi
kpamwa Ileitipa sojuuyu cy iperenu upexo Mociia HA HOCURUMA.
3a epeme fipenacerba cPUCKUX 60jHUKA HA gpyly cilipaHy pexe
U3 HUX08e KOIOHE U3GBOJUU Cy Ce My3u4apu Koju cy yciienu ga
cauysajy ceoje unciipymenitie. OHu cy cilianu ucipeg mociia
u desanu xumuy boxe npaBJie cee gox ia u ocneqgru 60jHUK
Huje dpewiao.®

Crpagama 1 ymMMpamwa CPICKMX BOjHMKA TOKOM OIITpe
ambaHCKe 31Me [O3HATA CY He CaMO M3 CpIICKe uctopuje, Beh
U U3 CPIICKEe KIbVMXEBHOCTH. VI MHOre cTaporpajcke mecme
(Tamo ganexo, Kpehe ce naha gpanyycka), Kao u pasHOBpCHU
Mysuuku komagu (Mapw na [Jpuny, Onieno CreBana Xpu-
cruha, Cmpiii jynaxa Ilerpa Crojanosuha, Icanam 137 Kocte
Manojnosnha), ma n kacuuja Beha fena (kanrare Anbancka
ioniowia u Bugo - ocitipeo cmpiiu, yseprupe Llep - 1914, Ilocne
60ja — Konybapa, Mopasa Jbybomupa bouwakosuha, ITnasa
ipo6Huya Muxosuna Jlorapa, Ceeronuxa ITanrthana u Vnre-
6opr Byrapuuosuh) nHcnuprcana cy OBUM TEIIKMM JaHUMA.
MebyTuMm, TokoM mpenacka mpeko AnbaHuje usry6mpbeHa je
IIe/IOKYTIHA HOTHA apXuBa Kao 1 Behuna nucrpymenara Opke-
crpa Kpamese rapue’. Vnax, no gonacky vHa Kpp u'y Conys,
yBeK aruaHy BUHN4K je y3 moMoh caBe3HuKa ycreo fa 06HO-
BU U3ry0/beHN HOTHM MaTepujas, HabaBy HOBe MHCTPYMEHTE
u popMupa HOBU cacTaB OpKecTpa’’ Koju je CBOj IPBU KOH-

Crnuka 6p. 6 - Bojrex ®pajt (gpyru 3gecHa) Ha 6pony 1916. rogune (BepoBarHo Ha nyty ox Kpda 3a
ConyH)



Cnuka 6p. 7 - YnaHoBu JeBpejcko-4emIkor gpyurrsa /lupa:
JoBan @pajt u Mapkyc briam cefie y cpeaunn

nepT oxpkao y Hapogaom nosopuiury y rpany Kpoy. 3atum
Cy HapeJHMX rofnHa, 1916, 1917. u 1918, cnegnunn KoHLEpTU U
y Conyny.*® Hujegna eha céevanociti Huitiu ma kaxas 036usn-
Huju konuepini y Conymy Huje moiao ga ce 3amucnu 6e3 cyge-
nosawa Opxectupa Kpamese iapge, sabenexuhe Bpanncnas
Hywmwmh.*

Anu HajBehu TpujyMd opKecTap MOCTMKe Ha TOCTOBABUMA
1916. rogune y OpaHiyckoj: Ha Tpu KoHIepra y [Tapusy (ys
CynenoBame OeNrujcKuX U PpaHIYCKUX BOJHUX OPKeCTapa),
Kao ¥ Ha KOHI[epTMMa OfP>KaHUM Ha 1Mo3MB (paHIyCKe BIa-
ne’ y Jluony, Bopnoy, Tynysy, Opanxy, Mapcejy, Tynony u
Humm: (...) macosHu ogsue cnywanaya (KoHyepiiu cy ioxeige
dpupehusanu Ha jasHum iwpiosuma, 3601 ueia je 6usao uax
3akouer caobpahaj) u ogyuiesmwenu ipujem Ha Koju je opkecitiap
€8yga HAUNA3UO TOTUYY U3 WIPU KOpeHa: U3 Upujailesreckol
ogHoca pparnuyckoi Hapoga tipema 6opbenoj cpiickoj sojcuyu,
U3 uouynapHociiu ussegeHux upoipama, u3 3aHUMbUBOCTUU U
gpasicu Koje cy goHocuse gouisie Hetio3Hatlie KoMuosuyuje cpi-
ckux ayimopa.t!

¥ cacrasy tor HoBor Opkecrpa Kpabese rapue??, anu n xao
IETOB COJIICTA Ha OBUM KOHIlepTiMa 6uo je u Bojrex ®pajr.
o rora, mehyTnum, He 61 HOIIZIO Ka TOKOM 6OpaBKa CpICKe
Bojcke Ha Kpdy jenna eHrnecka 60MHMIapKa HUje OfTydnia
Jla joIl je[THOM JIeTa/bHO IIperjefia Tefa CPICKUX pambeHnKa
npepBubeHNx 3a BeYHM MOKOj ¥ ,I1aBoj rpobuuu’. Tako je
mourta 1o Bojrexa o6ornenor of Tudyca 1 yCTaHOBUIIA A4 je OH
jOIII YBEK >KIUB, Te HAJIOXN/Ia BeroBo npebaljuBame ¥ KpPCKy
6omHuIy. 3a BpeMe jlederba 1 OIOPaBKa OH je Hohy Kao 13 Heke
BeJIMKe yIa/beHOCTHU HEelIPeCTaHo Yyo 3BYK BuonuHe. Vcmpsa
je MICIINO fia je ped 0 XanyunHauyjamMa usa3paHuM 6osnenrhy.
MebyTtum, jenne Hohu, Hamona onopas/beH U Hamona 6yaaH,
yCTao je U3 KpeBeTa I momrao 3a TuM 3ByKoM. OH ra je foBeo
Io cobe y K0joj ce Ha/asuo AEXKyPHM NeKap — eHITIeCKY BOJHIK
KOjI je CBMpareM BUOMMHE HACTOjao Aa ocTaHe 6ypaH. Hu cam
He Bepyjyhn f1a je To umak 361/ba, a He mpuBubetve, Bojrex my
je 13 pyKe y3e0 BUONMHY U, CUTHO Ke/baH MY3MKe, [104e0 Ja
cupa. He Mame usHeHabeH, eHITIecky /ieKap ce ofMax pacimu-
THBao ofakie Bojrexy rakso ymehe cBupamwa. HakoH pasmene
nHpoOpMalyja MOCTUTHYT je JOrOBOp fa BojTex eHrnmeckom
JIeKapy flaje IO yKy U3 MYy3MKE, a 0Baj lbeMY U3 eHITIECKOT je3u-
ka.?3 Tako je Bojrex yjenHo mMorao pa ce npumnpema sa 6ysyhe
KOHILIepTe y TpYKUM 1 ¢ppaHuyckuM rpagosuma. KoHmepru

oppxxanu y HapogsoM nosopumry y Kpdy,
sarum y ConyHy, a KacHHUje 1 y TpajloBUMa
dpannycke (Ha kojuMa je usBoguo Hliarncky
uipy u Huiancke menoguje Iabna ne Capa-
carea, kao u Konyepii 3a suonuny u opxe-
ciiap XeHpuka BujemaBckor) o3Hauunm cy
noyetak Bojrexose MehyHaponHe kapujepe.
bune cy my Taga 23 ropune, umao je saBpiie-
He CTy/iMje BUOonyHe Ha beukoM KoH3epBaTO-
PUjyMy U YUMH Hape[{HIKA CPIICKE KPa/beBCKe
Bojcke (8ugu cnuxy 6p. 6).

My3ukanuje JoBaHa ®Ppajta

Beorpap je 6uo npecronnia Kpamesuse
Cp6uje xana cy ce ®pajrosu 1903. rogute y
wera focenunn. buo je To rpaj y KojeM je ce
BPBEJIO Off Kelbe fa ce M000sbliIa CTAHAAPH
XKMBOTA, Ja ce ocBoje rpabaHcke crnobope
” Jocerte Kyntypuu HuBo Espone. Hakon
3aBpireTka IIpBor cBerckor pata @pajroBn
ce us nsbermuursat Bpahajy y Beorpan xoju
je capa mpecronnia MHoro Behe, BuIeHaI -
oHanHe gpxase — Kpamesune Cpba, XpBata
u CrroBeHala, y rpafi ol/badykaH, paspylleH,
OJiCeYeH O] CBETa U Ca NPEINO0NOB/bEHUM
6pojeM craHOBHUKA uuju he xnBoTH yCKO-
PO 6MTM yIrpOXXeHM He CaMO HeCTAIINIIOM
xpaHe (IIPUCYTHOM U TOKOM paTa) u ctambe-
HOT IIPOCTOpa, Beh U enmuaeMmjom HimaHcke
I'PO3HUIIE.

Y TakBUM yClIOBMMa Tpebao je, Kaja je
ped 0 My3UYKOM >KMBOTY, OOHOBUTM KOH-
LlePTHY U NO30PUILNHY AENaTHOCT, paj
MY3SMYKUX HIKONA M APYTUX MY3UUYKUX
MHCTUTYLMja. MHOTe off 3Tpajia y KOjuMa
ce OffBUja0 MY3MYKY XUBOT O1JIe CYy TOKOM
para omreheHe nin cpyiueHe, a MysuuKe
apXMBe, MHCTPYMEHTaPUjyMU ¥ HOTHY MaTe-
pujan usryO/beHn, 3aabeH, 3aIeheHI. Y
0 y3eTOj MMOBMHMU caMuX rpabana Hamu
CY ce U KJIaBUPY, IMjaHVHA Y APYTY My3U4-
KV MUHCTPYMEHTH.

OcuM nojenrHavHNX HacTyma gomahnx
My3u4apa, IpBM aHCaMObI Koju je ogmax
MOTao0 Jja 3aKOpauM Y MY3MYKM XUBOT beo-
rpaga 6muo je Opkectap Kpamese rapme ca
cBojuM aupurenTom CranucimasoMm buamy-
kum?, jep je Beh u Tokom para npupehusao
koHIepTe. Ha KoHLepTy OBOT aHcaMbi1a,
onp>xanoM 30. jyna 1919. rogune y Kacunny,
HACTyINoO je Kao conucta u Bojrex @pajr
usBonehu Kownyepint y [He gypy Huxorme
[Taranunnja, Konyepiti y ge mony XeHpuxa
Bujemanckor, te Hluarncky uipy n Luiancke
menoguje ITabna e Capacatea; fakie, mpef-
CTaBMO C€ MPOrPAaMOM KOjH! je U3BOAMO U
Ha HactynuMma y I'puxoj u @pannyckoj. Ho,
0BO je 6110 HEroB ONMPOIITAjHI KOHLIEPT TIpe
ofacka Ha cryauje y Ipar.
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Te rogune u Josan ®pajr ce Bpaha (sugu
cnuky Ha ciap. 43) us sapobmennmrsa. [lo
ponacky y beorpaj Hajnpe akTuBMpa CBOjy
u3BODaUKy 1 KOMITO3UTOPCKY AenarHocT. Ca
K/IapuHeTucToM Munanom bysunom ocHuBa
HOBY CaJIOHCKY KaIlely Koja HacTymna y Iloso-
puursoj kadauu. Beh cnenehe rognue (1920)
OCHMBA jOII jeaH aHCcaMOJI, OBOTa IyTa y
capajimby ca TProBLeM M MY3MYKUM aMaTe-
pom Mapxkycom bramom. Taj aHcam67 femno-
BAaO je Y OKBUPY JeBp€jCKO-4eLIKOT APYLITBA
JTupa*® u npema Hanucuma Muxajna brama
mebhy npBuMa je u3BogMO MofepHe UTpe 1
nes3 Mysuky (sugu cauxy 6p. 7). Y To Bpe-
Me koMmnoHyje Cpiicky danitiasujy 3a euo-
nuny u knasup — Yciiomene us beoipaga EF
120, umkyc cono necama Kpos susoim*’ u
napadpasy 3a BUOINHY, I7TaC ¥ KIaBup Bujy
seiipu EF 126, noceeheny 6pary Bojrexy.*

Mako ce mysuuku xuBoT y beorpany
nocie Belukor para Halllao Ha CTapTHO)j
MO3MIIMj}, TOTOBO Kao y MPBUM rofifHaMa
20. Beka, MMaK Cy HEroBo OOHaBbalbe, a
y6p30 U BHEeToB pasBoj, Teku MHOTO 6pske?’
/! MHTEH3MBHUjE, a LITO je HajsHa4dajHuje,
pasrpaHanu ce y HEKOJIMKO OfBOjeHMUX TOKO-
Ba, IIITO je CTBOPUJIO YC/IOBE fia ce 0361M/BHO
IIOKPEHY U HEeKe HOBe [IeTATHOCTH, Kao LITO
je Ha mpuMep M3/jaBavyKa JelaTHOCT.

C 063upoM Ha IpOMeeHy IPeCTOHNYKY
nosunujy beorpaga, y leMy cajia rocTyjy
OpojHM commcTy 1 aHCAMOIU 13 OCTANUX
ileI0Ba HOBE [Ip>KaBe, a My3n4uke MaHupe-
CTaluje, Kao U I[e/IOKYIIaH My3UYKM )KUBOT,
CB€ BUIIIE IIOIIPUMAjy jyTOCTTIOBEHCKM KapaK-
tep. loguue 1924. ocHuBa ce Jy>KHOCTIOBEH-
CKI IIEBAYKM caBe3 ca cefjuiuteM y beorpany,
Koju nokpehe u M3KaBauKy egNLNjy IOCBe-
heHy XOpcKOj My3uI{M CaBpeMEHNX jyTOCIO-
BEHCKUX KOMIIO3UTOPA. [IBe rofinHe KacHM-
je mpupebeHa je u jyrocnoBeHcKa Mysu4Ka
u310Xx6a, IpBa TakBe BPCTe Ha OBUM IIPO-
cropuma. Ha 10j cy usnoxxenu pyKkonucu,
HITAaMIIaHe KOMIIO3UIjje, KEbUTe, YaCOIICH
U Pa3HMU IOKYMEHTapHYU MaTepujani, pyxKa-
jyhu no nmpsu iyt Mmoryhsocr carnegaBama
L[e/IOKYIIHE My3M4YKe NPOAYKIjMje Ha OBOM
npocropy. 3a oBaj gorabaj Josar Opajr je kao
n3gaBady, ynja pupma genyje Beh urect rogu-
Ha, 610 notnyHo cpeman.>® To mokasyjy u
110 Tafa 06jaB/beHI KaTal03) IbeTOBUX M3/a-
wa (1924/1925 u 1926)°!. Ha npsu norrer,
ounriefaH je yruuaj OpajroBor Kkaraaora-
KIbJDKMIIE 33 HACTYIIe y XoTeny Mockea, anu
ce Beh HasUpy 1 OCHOBe KOHIEMIIVje Bero-
Bor Oynyher nsgaBairTBa. 3Ha4ajHy yrory y
CTBapamy TOT KOHIIEITa MIMasa je ¥ Ynibe-
Huna fa y beorpany, mopen 6pojHux mesad-
KUX fpyliTasa (LITO je mpakca HacreheHa
jour u3 19. Beka), cafa 036M/bHO paje U gBe
Mysudke mKose — Cpiicka My3uuKa wkona u
Mysnuxka urkona Citiankosuh (ca cuerudnd-

HUM NoTpebaMa y Ior7Iefy HajpasHOBPCHUjUX My3MKaja 3a
HACTaBHU KaJIap, Kao U 3a IO/Ia3HIKe), 3aTUM OpOjHe LIKOTIe 32
MOJIepHe ITPe, a [I0jaBJbYjy ce 1 OUOCKOIM, Tj. HeMU (pUIMOBI
ca HeonxopHoM nparehom mysuxom. Mebytum, ognyayjyhn
YTUL3j MMAJIO j€ IIOCTOjal€e U JIeJI0Bakhe MHOTMX KaMEpPHUX
cacraBa y TOM TPEHYTKY, Kao 1 mpakca KyhHor mysunnparma’?
Koje je usmeby nBa para y Beorpany 6mmo Beoma MHTEH3UBHO
(3ampaBo HMKafa Buile Hehe 6MTV IPKUCYTHO ¥ TOM 06UMY U
UHTeHsUTETY Kao usmeby iBa pata)®>. 3aro ce @pajr Kao nsga-
Ba4 OIpeJieNINo 3a XOPCKY U KaMepHy My3uky. HoTHu mare-
pMjan 3a Ty BPCTy MysuuKe nuteparype obesdebusao je us
mBa n3Bopa. Ca mo3HaTUM eBpolncKuM usfaBaunma (Ilerepc,
Yuusepsan, Bpajrkond yun Xeprern, Pukopan, @unxapMmoHn-
ja, OjmeH6ypr) CKIOmMO je yroBope 3a HaOABKY M IIPOAjy Aena
MHOCTPaHMX ayTOPa, IPETEeXXHO OHMX U3 eTI0Xe KIacuI3Ma I
pomanTtusma.>* JIpyru usBop 6uie cy KOMIIO3UIje CPIICKUX
U YelIKMX (YI7TaBHOM OHMX Koju XuBe y Cpouju), 0GTHOCHO
CTIOBEHCKUX ayTOPA, Te 3aIICcH 11 06pajie MONMyTapHIX /HapOA-
HUX IlecaMa 1 Koja (CPIICKUX, YeHNIKNUX, PYCKMX, CIOBEHAUKIX,
MaKeJZOHCKMX, 60CaHCKUX U Ap.) Koje 0bjaBbyje v equimju
Hapogna usgarwa (Edition populaire)®.

Y mpBMX LIeCT TofyHa pajia oBa efuiMja (IIpeMa KaTanosu-
Ma 3a Taj mepnox) nma 374 Komnosnuuje.

Kao u y mporpaMckoj KiIMKUIM 3a X0Tell Mocksy, 1 oBfie
je yousuBa @pajToBa TeHAEHNINja ja TEMAaTCKMM Be3UBambeM
KOMITO3MIIMja y Matbe uiy Behe anbyme ocMmciu cBoja nsga-
wa: Anbym ileiti cpiickux tiecama napogrux EF 60, Bocancke
wecme EF 141, Bexpujcke iiecme EF 163, Anbym jyiocnosenckux
Hapogrux uiapa 3a xnasup geopyuro EF 2 (101 xono), Anbym
jJylocnosenckux HapogHUX uiapa 3a 6UONUHY COLO UNIU MAHGO-
nuny EF 149 (I cBecka - 40 xona), EF 223 (II cBecka - 45 Kora).
ITopex cBojux obpapga Dpajt je 06jaBpUBaO 1 abyMe SPYTUXK
KoMmnosuTopa/apanxepa: Visana Jlomunnuca JJeceiti maxeqgom-
cKkux HapogHux tiecama 3a inac u knasup EF 5, Bannasa Begpa-
na Cpiicke nHapogne iiecme EF 548, CreBana Masnexa Anbym
Jyiocnosenckux iiecama 3a iuimapy EF 31. Edition populaire
IpeficTaB/ba 32 OHJALIbE YCTIOBE MMIIO3aHTaH KOPIYC HOTHUX
U3Jlaka U Y TO BpeMe je[UHCTBEH MOfYXBaT Ha OaTKaHCKUM
npocropuma. Mehytum, HasuB eguuuje, 3aIpaBo ABOCTPY-
Ky Hasus Hapogna usgawa ogrocuo Edition populaire, Huje
IpenM3aH y ONHOCY Ha caM cafipXaj. Hasus Hapogna usgarea
cyrepuilie CTBapasalliTBO IIPOMCTEK/IO M3 HapOJHe TPAJUIU-
je M y ’mera ce CBaKaKo He YKJIAIlajy CO/Io IecMe U KaBUPCKU
komazu llly6epra, YajkoBckor, Jlorapa nau Tajuesuha, omep-
cke apuje Bepauja unu Ilyunnmnja, nes komnosunuje I'epmsn-
Ha unu bepnuua. Vako 6u gpyru Ha3uB, KOji Ce y MOYETKY
II0jaBjbyje MmapanesiHo ca IPBUM, MOXK/a 6110 IpuMepeHmju, OH
II0/TaKO MIYe3aBa ca HACJIOBHUX CTPaHa U3/jama.

IIta Ham oTKpuBajy PpajToBa IpBa U3fama — 374 mojequ-
HayHe KOMITO3uIjije 06jaB/beHe y MPBUX LIECT TOAVMHA pajfa
eroBe n3gaBauke Kyhe, Te jegaHaect anbyma ca 463 KoM-
nosuumje (HAPOFHMX IecaMa MM Koja) Koje je CUCTEMAaTCKM
06jaB/bUBA0 CBaKe TOf[MHE [IO KPaja CBOT pajia U KUBOTa?®
Y oxBupy 374 nojeguHa4vHa u3jama, oko 140 cy apaHxma-
HJ HapOJHMX IlecaMa MM KOMa, 12 cy My3MYKM KOMaJu U3
¢dunmosa, a 100 npencrasmpajy MmogepHe urpe (GokcTpor, BaH
CTe€Il, TAHT0, 6OCTOHCKM BasILiep, KM, 671y3), JOK IpeocTaa
U3[jamba IPUIIAZIajy TOMeHY T3B. 036u/bHe MysuKe. OH cafip>Ku
KOMIUIeTaH oyc MoKpam4eBUX XOPCKUX KOMIIO3UIMja, KOM-
IJIETHY KaMepHY My3uKy Muxosuna Jlorapa, nojegunadne
kommnosunuje [lerpa Kpcrnha, Cranucnasa Bunnuxkor, Cre-
BaHa Xpucrtnha, Ilerpa Crajuha, Jby6omupa Bommakosuha



utp. Jaxne, npeosnabyjy usnama koja ce ogHOCe Ha CPICKY
MY3MYKY KY/ITYpY. AKo HaroMeHeMo fa ce Meby npsum Opaj-
TOBYMM M3[IambUMa Hajla3e ¥ apaH)>XKMaHM CTapOrpaficKMX reca-
ma Kpehe ce naha ¢panyycka EF 6 u Tamo ganexo EF 47, 3aTum
npunndaH 6poj cprckux kona (Illymapuucko, Cpemcko, Bpa-
BaHCKO, I'py>xaHka, [Inupohanka, MauBanka, Bameska, lllan-
JaHKa, baHaTcKo), Kao u kommosuiyje nocsehexe arHaCTUjU
Kapahophesuh, cprckoj Bojcuu u cnnuno®’, ounrnesHo je ga
je HojauaHM MaTPUOTU3AM, KOjU je OMO IPUCYTAH U HAITIaLlIeH
nocse Benukor pata, yTuiao Ha cafp)KajHy KOHUEIIMjy Tafa-
mrmer OpajroBor n3gasamrsa. Ho, Ha Taj HAYMH MCKa3aHa
ponomybuBa ocehama 6uma cy ofpas omnuite KmMe He CaMo
y Beorpany (Cp6ujn), Beh 1 y MHOrMM eBpOIICKMM 3eM/baMa.
®pajr he ce unak y ceom 6ygyhem pany pykosogutu morpe-
6ama TpPXXMIITA, a OHO Huje obyxBaTano camo beorpas, Beh
mupu 6ankancku npocrop. Crennhe, ocum Tora, cBojy jacHO
3alpTaHy 1 06IMKOBAHY BU3M)Y jeAHOT CBeOOYXBATHOT, Pa3HO-
BPCHOT U Pa3rpaHaTOT MY3MYKOT M3[jaBalITBA.

Tparom npBux n3gaka necama
Kpehe ce naha ¢ppaHuycka v
Tamo Odaneko

3nauajan neo Ppajrose egunyje nocne Ilpsor ceeTckor para
4yyHe cTaporpajcke necme. Jonymie, @pajr ux jour He mperno-
3Haje Kao TaKBe, Tj. Kao CTapOrpajcKe ecMe CPIICKUX ITeCHM-
Ka, T1a He HaBOJ Y Me HY IIeCHVKA HY ayTopa MeJIofMje Iopef
CBOT MMeHa Kao aparxepa (3a rac u kinasup).’® Meby npsum
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Crnuka 6p. 8 - HacroBHa cTpaHa IpBOT M3famba
(u3 1920. rogune) nmecme Kpehie ce naha ¢ppanyycka

CTaporpajcKuM recMama 06jaB/beHUM y
®pajrosoj Edition populaire (Hapogra usga-
ba) HajIa3e ce TpY HacTase y BpeMe Benukor
para: Kpehe ce naha ¢ppanyycxa EF 6, Tamo
ganexo EF 47 u 3ap ga ympem xag mu epe-
me Huje EF 563. AyTop cTuX0Ba CBUX TPUjy
mecama (Kao U MeJIofiuja 3a HaBefleHy IPBY
u tpehy necmy) jecte Muxajio J. 3acTaBHu-
koBuh (1880-1927)%, cpricku mecHUK u yde-
CHMK 00a 6ankaHcka u [IpBor cBeTCKOr para.
Kako je caM IeCHIK HaB€O Y CBOM ,,IOCHU-
jey* 06jaB/bEHOM y KY/ITypHO-HALMIOHATHOM
anMaHaxy Cpiicko Kocoso 1926. rogune: buo
cam pe3epeHu teulagujcku UOUOPYyUHUK Y
XTI slewagujckom iyxy 2. Wo3uea; yuecii6o-
840 cam y ceéuma paitiosuma (y ceuma Ouili-
kama u 6opbama) xao 6opay, og Kymaros-
cke 6uitike go tipoboja Conyrckol pponiia.
Ognuxosar cam Anbarckom ciiomerurom®’

IIopexnom ns JInke, 41aHOBU IOPOAU-
e 3acTaBHUKOBUN reHepanujama cy 6unn
BOJHUIIN Y 60jHOj CIyHOU ayciipoyiapckoj,
a camo upesume xasyje ga um je upegax
HOCUO 3ACiliasy ¥ 80jcuu U ga je 610 o HuHy
3acillasHuK unu bapjaxiiap; o wemy cy ce
u tpossanu 3acimasnukosuhuma.®' Y Hase-
meHOM focujey Muxanao 3actaBHUKOBIA
mabe Kaxe: Cepuiuo Yuuilierocky wiKomy
y AnexkcuHuy; c6ego4aHcitieo o fionoxice-
HOM yuuiliesbCKoM uciuiily og 18. ceilitiem-
6pa 1901. iogune. IIpakiauuan yuuitierncku
uctiuii ionoxuo cam y Beoipagy cetiitiembpa
1910. ioguwne... Cnyxcum ce ca: ppaHyyckum
U HEMAYKUM je3UKOM; My3uxanau (Ha 6uUo-
nuHu).%

3acraBHukoBuh je moveo fa muie mecme
oxo 1900. roanHe 1 06jaB/bUBAO UX je ¥ 6poj-
HIJM YaCONMCMMA, aJIMAaHACKMa, 3 MHOTE Off
BUX YOP30 Cy IOCTajle MOIy/IapHe U IeBa-
ne ce mmpom Kpapesnue.® Vinak, uetupn
KIbUTE CBOjUX pafoBa (mecMe 1 mposa) obja-
BJbyje y COIICTBEHOM u3pamy. logune 1906.
nojasibyje ce Ilpe u tiocne 29. maja, a 3aTum
cnepie Ilecme sackpcuyha (Ca ComyHckor
¢ponra), Beorpan, 1919, nposa ConyHcku
ganu, Beorpap, 1921. u Kpamwesa cysa (Kpos
Anbannjy, 1915), necme, Herotus, 1926.

Y cBojum cehamnuma 3acraBHuKoBMh
yecTo omnucyje gorabaje n okonHocTu y
KojuMa Cy HacTajaje (cTBapaHe) MOjefiuHe
IbEeroBe IlecMe, a HApOUMTO OHE U3 BpeMe-
Ha Benukor para. Tako y sanucy us janya-
pa 1916. cToju: ... iyuiosanu cmo ipexo mopa
Jagpancxoi u Cpegosemmol... Ha 6pogy Zitia
de barri 6uno nac je oxo 3000 gywia... /lyinia-
Mo u Kpujemo ce og cymapena... Ocmoia gama
ykasa ce kpuiesuiia u senena obana Kopsu-
xe®... Ho kako mame Haopu Hophe IMepuh:
Tex tiowsitio cy Ha octiipsy Ppuson (Dasomwe
ocilip60) usgpxanu kapantiux 15 gana, épa-
wunu cy ux 6pogom Ha Kopsuky pagu otio-
pasxa. Ha Kopsuky cy tipucitenu gebpyapa
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1916. u wocne HexOnUKO Meceyu ouopaska y
oxonunuy Bacitiuje na Kopsuyu, spahenu cy
y Conyn u yiiyhenu na conyucku gponii. Ca
bopuuma epatiiuo ce u tiecHux ceupajyhu u
itesajyhu 6opyuma ceojy Ho8Yy tiecmy ,,Kop3u-
karnky“. CTUXOBU Te HOBE IIeCMe ,,KOP3UKaH-
ke“— Kpehe ce naha gpanyycka mrammnanm cy
y Cpiickom Kocosy 1925.5° Mehytum, ropuny
IlaHa Ipe 06jaB/bIBaba MHTETPATHOT TEKCTA
OBe IecMe, OHa je Beh HaBefieHa y KaTamory
Dpajrosux Hapogrux usgarea 3a 1924/1925.
oz 6pojem EF 6 (6una je mecro mo peny
u3fame y OKBUPY OBe efuiije). AyTop samu-
ca 3acraBHuKoBuheBe Menofyje 1 CTUXOBA
(xoju cy, gaxne, Beh 6unm ,,npuxsahenn”y
Hapofy), Kao 1 apamXMaHa, 61o je Hukorna
banon, set Jopana ®pajra.

bux pBojuna cy 1920. rogune ocHOBanM
usnaBauky kyhy Mysukanuje Josan Dpajiii.
Ho Beh o cnenehe roagnue (1j. of 25. janya-
pa) JoBaH nsgaBauky Kyhy Bofgu caMocTanHo
(6e3 yuemha Banona). 3a nmpBa 3ajegHMYKa
U3Jamba KapaKTePUCTUYHO je f1a Cy MCIIca-
Ha pyKoM (MCIIpBa M HOTe U IeBaHU TEKCT, a
KacHUje je IeBaHM TeKCT KyLlaH MallHOM)
1 y 10j bopmu cy nnrorpaducana®. Meby-
TUM, Of, 1922. rogyiHe HOTHa U3/lakba Cy IIpe-
Te>KHO mraMmnaHa. OBa YnmeHnIa je 6ur-
Ha 360r offpebuBama faryma objaB/prBatba
MOjeMHMX U3JIathba U3 TOT epUofa.

Y T0j npBOj TOAMHY 3ajeJHUYKOT paja
®pajra n banona meby muxoBux yerpuecer
usgamwa Hanasu ce u Kpehe ce naha ppan-
4ycKa, Kao IIeCTO 0 pefly U3/jaibe YOIIlTe
(mopexn we 06jaB/beHe Cy jOII TPU CTApOrpaj-
cke tecme: Mapa uma, EF 2, Moj gunbepe, EF
9 u Ko netiu can, EF 12. Kako 1 Ha koju HaunH
cy 3acTaBHUKOBMNeBa MemToOfUja U CTUXOBU
oBe necme pouinu no Hukosne banona, omHo-
cHo JoBaHa @pajra? Bojrex, JoBanoB Maahu
6part, MOrao X je YyTHU 3a BpeMe OIOpaBKa
Ha Kpdy, satum y ConyHy Ha KOHLIepTHMa
onpxaHum 1916. npe TypHeje y @ paHIiyckoj,
Kao 1 KacHuje TokoM 1917/1918, kapa oner y
ConyHy HacTyna Kao conucra 1 unad Opke-
crpa Kpamese rapge. Ilecmy je morao ga
4yyje 1 Munan bysuH, ydecHuk parta u 4iIaH
nBejy OpajTOBMX CaIOHCKMX Kallesa, OHe U3
1909. n one n3 1920. rognue. Octaje, meby-
TUM, OTBOPEHO NINTambe a M Cy ce MOX/a
3acraBuukosuh, Bysun u Bojrex®” cpenu na
HeKoM of1 6po1oBa®® koju cy cpricke BojHMKe
u Mysudape npesosunn ofi ConyHa go Kop-
suke (nmu OpaHIycKe) 1 Hasaf, jep M3BECHO
je ma cy u bysun u BojTex TOKOM para HacTy-
manu u myToBanu ca Opkectpom Kpasmese
rappe. VsBecHo je n To ga cy go 1920. rogune
6paha ®pajr®®, kao u Huxona banon, 6unu
YIIO3HATH Ca Me/TOAMjOM 1 CTUXOBMMA IleCMe
Kpehe ce naha gppanyycka. Hukona banos je,
IaKJe, IpBM 3amucuBady (taga seh mocroje-
hux) Menmopuje u cTMX0Ba OBe MecMe, Kao 1

IeH IIPBU apaHXep (a TO TOKasyjy, Ka0 U y MHOTUM APYTUM
CIIMYHUM CITy4ajeBUMa, yipaso dpajroBa nsnama).

Jo manac je cauyBaHO IeT u3gama (YeTUpy pyKOIMUCHO-IU-
torpadcka U jeHO IITAMIIAHO) OBe IIeCMe ca NCTUM OpojeM
(6) y Edition populaire: na (pyxomnucHo-nutorpadcka) ®pajr/

_ZTIATA QPAHUICKA., _Xpaikon.

Cnuka 6p. 9 - Kpehe ce naha gppanuycka
(mpBo ®pajr-Banon nsgame u3 1920. roguue)
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Cnuka 6p. 10 - Kpehe ce naha gppanyycka
(mpBo ®pajr-Banon nsgame u3 1920. roguue)



Banon n3 1920. roguHe (6ugu cnuxy 6p. 8, 9 u 10), Te Tpu caMo-
cranHa ®Opajrosa usfama basoHoBOr apaH)XMaHa 3a I71ac 1
knaBup’’. OH cafpxu ABa KIaBupcka cona (y BUAY Npeny-
AVjyMa 1 IOCTIYAUjyMa ca KogoM) ofcnukaajyhu bamonoso
HacTojambe ja CBOM apaH)XXMaHY ,yAaXxHe KapaKTep KaHp-Ko-
MaJia y KOjeM je OpUTMHaIHA MeNIoAyja 0CTajla HeIIPOMeheHa.

Tpu dpajroBa camocTanHa usnama Kpehe ce naha gpanuyy-
cKa MorJIa Cy HajpaHuje fa 6yny objaBbeHa 1921, a HajkacHUje
1924. roguue. OBa cTaporpajicka IecMa I1ojasbyje ce joul y
HekuM KacHujuM OpajToBuM nsgamuma, HIIp. y Anoymy jyio-
cno8eHcKUx HapogHux decama 3a knasup EF 27. CBu nomeHyTH
npumepu Kpehe ce naha gparniyycka xoju ce, nakie, o6jaBmby-
jy y nepuopy op 1920. no 1924. rogune, 3Ha4YajHU Cy jep ce Ha
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Crnuka 6p. 12 - Ilpsu HoTHYM 3anuc (13 1916. roguHe)
necme Tamo ganexo n3 BageHose 30mpke

OCHOBY BUX MOXe IPAaTUTU HaCTaHAK CTHU-
XOBHMX BapujaHTK oBe 3acTaBHUKOBuheBe
IecMe Off MOMEHTa Kajja je OHa ,,ipuxBahe-
Ha“ y Hapopy. [Toce6HO je 3aHMM/BUBO HEHO
objaB/puBambe Y IpBOM Anbymy jyiocnosen-
CKUX flecama 3a cono suonuny ca wexciiom EF
130. Beh cmo ucraxnu pa je 3acraBHukoBuh
Ty, Kao U ApyTre CBOje IIecMe HacTae TOKOM
para, IIeBao COMYHCKUM Oopriuma mparehu
cebe Ha Buonmun.”! Ho usrnepa fa je Ty ugejy
- HeBaHa MeJIofyja y KOMOMHALMjK ca BUO-
TMHOM - ycBojuo 1 JoBaH ®pajT, 1 caM BpCHU
BMOJIMHUCTA, Te je M3[ja0 4akK IeT anbyma
jYTOCTIOBEHCKUX HAPOZHUX IlecaMa U Koma
3a COTIO BUOJIMHY Ca IIeBAaHUM TEKCTOM 2.

Jox je mecma Kpehe ce naha ¢panyycka
mpolra 6es IoMeMUYKIX TOHOBA U CYMIbU Y
3acraBHuKoBuheBo ayTopcTBO (M1 MeoAuje 1
cruxoBa), Tamo gasnexo je 1esfeceTuX rofu-
Ha MPOILIIOT BeKa y30ypKaa CpPICKY KibU-
KEBHY U MY3MYKY jaBHOCT JIO T€ Mepe Jia Cy
paspellerba IIOTpakeHa i Ha caMoM cyxy. o
Tajia (a1u HU 10 aHAC) OPUTHHAIAH PYKOINC
menopuje Tamo ganexo (Ha KojeM 61 61110
03HAYeHO UMe ayTopa) Huje mpoHaheH (HuTH
je mocpemHo ,ELOKYMeHTOBaH)73, JOK je 3a CTU-
xoBe Beh 6uno motrBpheno 3acraBHukoBuhe-
BO ayTopcTBo. IToneMuka Koja ce 0Ko mecme
(y To BpeMe) pasBuia Ouia je fyroTpajHa, a
I7IeflaHO U3 [aHAIllbe IePCIeKTUBe (1 mpu-
TIOXEHMX JIoKasa) 1 HeyTeMes/beHa. Hanme, y
TOM CIIOPY KOjy jOII TPaje, ayTOPCTBO MEJIO-
Auje u3jeqHa4aBaHo je ca BhEeHUM 3alCHh-
BaunMa (KOjuX je 6110 MHOTO) U3 BpeMeHa
Kafia je oHa Beh moverna fia ce ,IieBa y Hapo-
ny* (1 To ca 6pOjHMM TeKCTOBHUM BapujaH-
TaMa ¥ joll OpOjHUjUM IIPETeHeHTIMA Ha
IBJIXOBO ayTOPCTBO), OHO je U3jefHadYaBaHO
U ca KaCHUjUM apamxepyuma (Koju Cy IoMo-
hy cBojux obpaga mokyuraBamu ga HOKaxy
ayTOPCTBO U METOAMje U CTUXO0Ba) .

Ilecma je Toxom Benukor para ,,myToBa-
na“ 3ajefHO ca CPIICKOM BOjCKOM ITpelIaBIIN
orpomas npoctop of Cpbuje, mpexo Ajnba-
Huje, 1o Kpda u Conyha, ox Busepre npeko
Kopsuxe no ITapusa. Ha Tom nyTy monmasa-
HM CY jOj CTUXOBM Ha MCTY HAa4MH Ha KOju
Cy ce HeKajia yCMEHOM IIpefiajoM IIMpUIe 1
MemaJle Hallle HapofHe mecMe. Jmak, y Tum
CUJTHMM CTUXOBHUM BapujaHTaMa cauyBaHa
je ocHoBHa 3acTaBHUKOBIMheBa MaTpuIfa:

Tamo ganexo, ige inasu [ynas cja,

Tamo je semma moja, wamo je Cpbuja!

Tamo ganexo, ganexo kpaj mopa,

Tamo je ceno moje, iHiamo je wybas moja!

Xajgemo gyuio, ga j#usumo cpetino mu,

Jep mnagocini iiponasu 6ypHO U HUB0TH
HecpehHu!

Tamo ganexo, Ha Kppy susum ja,

A7, ofleill 3aT0 KIUYeM: HUBeNa
Cp6ujal™
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ITpBu cavyBaH 3amuC 1 MeNOAMje U CTUXO-
Ba OBe IleCMe IIOTNYe Off eHITIeCKOT 06po-
Bos/pla Y BennkoMm paty Jlajonena bagena
KOji je pafuo y OPUTAHCKO] 36. MOBCKO]
6onunnu y Beprexony xog Conyna. OH je,
npeMa IeBalby CPICKMX BOjHMKA CMellTe-
HUX y TOj 60/THNIIY, 3a6e/IeXK 110 MHOTe IlecMe
M CaKyIMO MX Y HEKOJIMKO 30MPKM ca Hasu-
BoM Songs of Serbian soldiers collected at the
36th English general hospital, Vertekop during
the I st World War 1916-1918. Y ripBoj 36up-
uu ce Mebhy 64 nmecme mox 6pojem 20 Hamasu
u necma Tamo ganexo, ca 03HaKoM 1916 from
Corfu ncnyucaHOM M3HAJ, HOTHOT CHCTeMa
(6ugu cnuxy 6p. 11 u 12). Jakre, mpBu 3aIuc
noTtuye u3 1916. ropuHe. CTUXOBU Cy Clle-
nehm:

Tamo ganexo, ganexo kpaj mopa
Tamo je ceno moje, iwiamo je Cpouja.

Y oBOM 3ammcy ce MOT'Y IPENO3HATH JIe/I0-
Bu 3acTaBHUKOBMOeEBe CTUXOBHE MaTpuIle.
OH je caM y cBOjUM TeKCTOBMMA U OIUCHU-
Mma jorabaja us Benukor para ucruiao ga
je cBoje ImecMe CBMPAOo U IeBao TOKOM 1916.
CPICKVM BOjHMI[MMA CMEIITEHUM Y OONTHU-
uu y Conyny.

MebyTtum, y ®@pajroBoM M3[aBaLITBY
npBu Tpar o Tamo ganexko Hama3syuMoO y KibU-
TOBOJICTBEHO] cBecuM 3a Hapogrna usgamwa
y K0joj je JoBaHOBa cecTpa JozeduHa (3any-
KeHa y pupMi 3a prHAHCHUje) BOAMUIA eBU-
HeHUMjy o 0bjaBbenuM HoTaMa. OBa CBecka
6una je mopsora 3a ®pajroBe KaTasore, na
TaKo U 3a OHaj u3 1924/1925. roguHe (Haj-
paHuju cadyyBaH) ca KOjuMa ce y MOT/Iefy
HyMepaluje Tj. pefociefia 06jaBbuBaba
u3Jama y IOTIyHOCTY nopyfapa. OBa Kmbu-
TOBOJICTBEHA CBECKa aKTMBIMPaHa je Y Tofu-
HU OCHMBama (perucrpoBama) @pajr-ba-
noHOBe pupMe, Tj. 1920. Kazia je 06jaBbeHO
40 nspama. Tako je cnepehnx cemgam (a Tamo
ganexo Hocu o3Haky EF 47) o6jaB/peHo Haj-
kacHuje 1921. roguHe, kaga Opajtr pupmy
Bopu camocrtanno. Cypehu mpema objasme-
HOM U3JalbY, [IECMY je 9yO Y je[IHOj Off Bapu-
jantu Beh ,,06nmukoBanux“ y Hapony. Ko je
6110 mocpesHuK?

Ha mctu HaumH Ha Koju je mecma Kpe-
he ce naha ¢panyycka nouna fo JoBaHa
®pajTa ¥ HEHOT IPBOT 3aNIMCYBAYA M apaH-
xkepa Hukose BanoHa, Morya je na gobe u
jour yyBeHmja necma Tamo ganexo. Jlake,
IIOCPEJHYK j€ U OBOTa ITyTa HajBEPOBATHMj€E
6o weros Mmmabu 6pat Bojrex.

CauyBaHa cy 4eTupu nsgama (8ugu criuKy
Ha ciip. 27) OpajToBor apaH>XMaHa OBe
IecMe 3a I71ac U KJIaBUP, CBa eBUIEHTUPAHA
mogg 6pojem 47. Of Tora je caMo jeHO MmTaM-
[IaHO, OCTasla Cy PyKOMMUCHO-TUTOrpadcka
uspama (sugu cnuxy 6p. 13 u 6p. 14).

V5 TAMO AAJIEKO
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Cmnka 6p. 13 - Hotau sanuc (u3 1921. rogune) ®pajrosor
apamxMaHa nnecme Tamo ganexo
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Cnnka 6p. 14 - CruxoBu nociegme Tpu crpode mecme
Tamo ganexo y HoTHOM 3anucy PpajToBor apaHKMaHa 13
1921. rogune

Mebhy ®pajroBuM nsnamyuMa oBe IecMe jeSHO je U y apaH-
JKMaHy 3a I/1ac ¥ XapMOHuKy . Mehytnm, ce ocrane ®pajro-
Be 06pafie, Kajia je ped 0 CTMXOBMMA, IIPETXOfie 00jaB/bUBAY
3acraBHuKoBuhese 36upke Kpamesa cysa (1926), urto 3Haun ga
cy Beh mpepicTaBipasie BUXOBE ,HAPOACKE BapyjaHTe. YIIPaBo
360r THX BapMjaHTH ,OCHOBHUX cTMX0Ba Tamo ganexo aparo-
neHy cy OpajToBu apaH>KMaHU. JefjHa Off BUX ITIaCH:
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Cmuka 6p. 15 - Hornu 3anuc necme Tamo ganexo ca
TeKCTOM Ha 4eX0cnoBayKoM y @pajToBoM nsgamy
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Fruncouzhy hordb plufe, v dil
Koy dosund v Soltunt sfdf
Transpard Ji2 pligio Srbindl
ranangeh -Srb, hrding.

L ve kroce Francushn
2 sut pristemisla Sofmsha 2)
Iranspard s firece Srbadi

rafnici braén bolesnf.

Svihise Srifn boarfo
u pover fudnn Zudeo

3 . 3l
srwéan se Bogu molte

e b 5o Kied vralfa

Funidy se vk aivd B,
predhuy syyeh sl prosfardl,
Stéalf nnlézal v mallib

bir s zas vl & rodiné.

Polazim feen, bofastin

pomisiing Hote nisam sam
4

Pulgii v fouze, ne vim ham,
myalim, pfec Boe ngisem sim

i main brace pofuy, = imgle M,.M‘w S0 by

ot sarmom sqiedne fuguir.

z fowhow v srael e vinsl svou.

Tamo ganexo kpaj Case, [ynasa,
Tamo je sapows moja, iiamo je Beoipag!

OuurnegHo 1a je OBy CTUXOBHY BapujaHTY
[mecMe CTBOPHMO HeKo KoMe je Beorpap 6uo
VIU POJHU TPaJ MV MECTO IpeOuBaINIITA.
Ho, yeTupu cruxa o yKyImHoO ocaM Koju ce
HaBOJle y OBOM apaH)XXMaHY 1 KOjJ Cy OCHOBa
y BehuHM ,HapofcKux" BapMjaHTH, y HOT-
IIYHOCTY Cy MORYAAPHU ca 3aCTaBHUKOBIU-
hesum opurnnanom. Heku ox @pajroBux
apaH)XMaHa Tamo ganexo cafgp>ke MHCTYp-
MeHTaTHM YBOJ (AH/JaHTe MOfiepaTo), a 1Ba
U 3aBPIIHU MHCTpyMeHTanHu feo. O6a oBa
MHCTPyYMEHTAa/IHa OJ/IOMKa ce TeMe/be Ha
Menopuju’® Ha Kojy ¢y KacHuje (BepOBaTHO
jolIl TOKOM parta) mojartu ctuxosu [lak sap
je mopana goh iia iwyxHa Hecpeitina Hoh.
Tpehe u verBpTo PpajroBo nsgame Tamo
ganexo, Kao u 'y cny4ajy necme Kpehe ce naha
Ppanyycka, JOHOCK U HPEBOJ, CTUXOBA Ha
JeIIKM, OFHOCHO Ha CJIOBAYKMY, IITO He M3He-
Habyje 6yayhu fa je MHoro Yexa 6uo y cpm-
CKOj BOjCIIY, @ MHOTY Cy OM/IVM KaIleTHUIIN
n ynanosu Opkecrpa Kpamese rapme (sugu
cnuxe 6p. 15 u 16).

Jakre, ¢ 0631poM Ha TOAUHY 00jaB/bM-
Bama, a IIpe CBera Ha CTUXOBHe BapUjaHTe,
®pajrosa usfama ceefode Aa je necma Tamo
ganexo y BpeMe IpBor objaBpuBama (1921.
ropuHe) Beh monpummnia obenexja ,,Hapos-
He“ mecMe. YOCTasnoM, Y IOIMUCY CBOjUX
OpUTMHATHNX KOMIIO3UIMja ¥ apaH>KMaHa
(nmu 06paja, KaKo MX caM O3HavaBa) Koja je
TOCTaBMO YIPY>Kelby jyTOCTOBEHCKUX MY3U-
qapa (YJMA)”® ®pajr je Tamo ganexo npu-
jaBuUO Kao obpany, a y pybpuLu TeKCT HaBeO
1 je: HapogHu.

Y Hapogrum usgaruma Hajsehn feo npu-
Iajia CTaporpajicKuM, BapoIIKIM U Hapof-
HUM IIeCMaMa, KOjeé je IPUKYII/bao U 3all-
CHUBAO IpeMa IeBamy neBava (HajBepoBaT-
Huje 6eorpapcknx kadanckux nesaya)®’. Taj
[parolieH, M3y3eTHO OOTaT U Pa3HOBPCTAH
Kopmyc rpahanckor/HapofgHOr cTBapaa-
LITBA 3HAa4YajaH je, jep Cy mbUMe cadyyBaHe
of 3abopaBa paHe MM IPBOOUTHE Bepauje
IPafCKMX ¥ HAPOJHMX IIecaMa, a Y HeKUM
Cly4ajeBMMa U BUXOBE IpBe BapujanTe.s!
Y TuM U3famyMa HaZlasuMo Hopef CPICKUX
u 6pojHe MaKeIOHCKe, AaIMaTHHCKe, CII0-
BeHauKe I YellIke HapOJ He ITecMe, 60ocaHCKe

Cnuka 6p. 16 - Hotuu 3anuc necme Kpehe ce naha
dpanyycka ca TEKCTOM Ha 4exocmoBaukoM y @pajroBoMm
U3Jamby

ceBJla/IMHKe, a/lll ¥ PyCKe POMaHCe U KOJIa.
ITpu TOMe je IeBaHM TEKCT YBEK IITAMIIaH y
OPUTMHAJY, JaKJ/le Ha CTIOBEHAYKOM, MaKe-

Tamo ganexo, ganexo og’’ mopa,

Tamo je ceno moje, iamo je wbybas moja.
Tamo ganexo, ige ysehy Hema xpaj,
Tamo cy geya moja, wiamo je ipasu paj!
bes omaybune, na Kpgy scusum ja,

W oiietti knuuem 6ypHo: smueena Cpouja!

JIOHCKOM, PYCKOM, YeIIKOM, TaTMaTUHCKOM.
Ta jesuuka 1 MenoamjcKa (MeOfUjCKO-pUT-
MIYKa) pa3HOBPCHOCT MOX /A je 611/Ia pesyii-
taT PpajToBe TP>XKUIIHE OPMjEeHTICAHOCTH
Ha mupu 6ankancku mpocrop. Ho, 6yayhu
fla cy oBa M3fiama Oura HaMeweHa KyhHoM
MY3ULIpaBy, Tj. 06pasoBanom rpahanckom
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CJI0jy, Ipe cBera OHOM (eorpajcKoM, OHa
cBefo4e 1 0 aTMOCPepH ¥ KOCMOIOIUTCKOM
nyxy mebyparuor beorpana.

3axBamyjeM Benubopy Ilpennhy u Becun
Anekcangposuh n3 HaponHe 6ubnnorexe
Cp6uje Koju Cy MU Jaly Ha YBUJ IIpBe 3aIuce
¥ M3[jarba CTApOrpafickux necama Tamo ganeko
u Kpehe ce naha gppanyycka.

! Bupn Hdparyrun Focrymku: ,,Crucak Gpar-
cke pyke” y: Mysuuxu imianac 2-3/1995, 22-23.

2 Buno je o, kako cy i080puny cagpemeHun,
speme ,jakux wygu, ,jaxux oceharwa®, ,,0yHiti0s-
Ho u 6yuno®. Yciion Cpbuje 6uo je sugan y ioitioso
ceum obnacimiuma gpywineenoi scusoitia. Cnojesu
HeHOT CILAHOBHUMMTILBA OCTUA]ANLU CY WIOKOM Tip6e
geuenuje XX eexa ,cliocobHu 3a Hajeehe tiogsuie
u xpitiee”. Jegan caspemeHux je HalUCcao KaKo ce
yupaso y wiom spemery CPUcKu HApog ,,ciupemao
3a c80j Hajeehu cxox“y: Mupa PagojeBuh//by6o-
apar Iumuh, Cp6uja y Benuxom paitiy 1914-1918,
Cpricka KibIDKeBHa 3afipyTa, Beorpancku popym
3a CBeT paBHOIIPaBHUX, beorpan, 2014, 31.

3 Bupu Munan B. Jaukosuh: ,,Heka moja ceha-
ba Ha CPIICKY COLIMjaIIeMOKPATIjy U IbeHe /byfe”
y: Beoipag y ceharwuma 1900-1918, CpIricKa Kibu-
JKeBHa 3ajipyra, beorpap, 1977, 61.

4 Josau Ckepnuh y cBojoj Mcitiopuju cpiicke
witiamiie 6enexxu fa je y beorpany y majy 1911.
wiiamiiano 89 nuciiosa u wacoiuca og kojux 15
GHeBHUX TONUTAUMKUX, 15 KHoUNeBHUX, HAYUHUX U
Honutiuukux yacoiuca, 44 ciupyuna nucita. u-
TupaHo npema: bpanucnias Mumkosuh, ., Hanu n
crymentu go Ilpsor cBeTckor pata“y: beoipag y
ceharouma 1900-1818, CpIricKa KibV>KeBHA 3afipy-
ra, beorpap, 1977, 79.

5> Beorpaf je y TO BpeMe U LieHTap OCIO60AN-
naykux nokpera Jy>xxaux CrnoseHa. Y memy of
1903. mo 1912. roguHe C MpeKuMMa U3/Iasu He-
nembHUK Crosercku Jyl y KojeM ce Mpomarupajy
upeje caBesa Jy>xHux CroBeHa.

6 Y mehypaiunom beoipagy napouuitio umipe-
CUOHUPA TOGyHU CAUCAK U3BegeHe KaMepHe My-
3uvKe nuitlepaitlype UUpoKoi UClopujckoi pacio-
Ha. AHcambau ¢y HUUAnU Kao iewypke U gaHac ce
ca guesbereM Moxe KOHCILAo8aiiu ga je Hekaga
beoipagcka iybnuxa moina wyiu MHOWIHEO Niu-
iniepaitiype u3 ose oonacitiu. ¥: [lparomy6 Kary-
Hay, Knasupcka mysuxka Munoja Munojesuha,
Clio, Beorpap, 2004, 371.

7 Bawas Opajt cBupao je parot, crapuju cun
JoBaH BUONMHY, KTTaBUP, GINITXOPHY, a KACHU]je
U oprysbe, Mnabu cuH Bojrex Bronuny, a khepka
Marpanena KnaBup.

8 Tby cy unHun: orau Baunas @pajr (Ilnsew,
1848 - Beorpagn, 1918), majka Marganena ®pajr
(ITnsen, 1951 - Beorpan, 1904), cuHOBU JoBaH
(TInsen, 1882 - Beorpap, 1938) u Bojrex (ITn3eH,
1894 - Ilpar, 1971) n khepke Marganena (I1nseH,

1892 - Beorpap, 1981), Mapuja (ITnsen, 1880 — Beorpap, 1969), An-
touuja (I1n3en, 1886 — beorpag, 1965), lyamuna (I1n3en, 1888 - beo-
rpag, 1972) u Joseduna (ITn3en, 1884 - beorpaz, 1977).

° JlBayrosopa Koja je Joau @pajr ckonuo ca Hapogaum nosopu-
HITEM, OTKPMBAjy [ia je y OPKECTPY OB€ YCTAHOBE KaO KOHIIEPTMajCTOP
cBupao of 1. mapra 1904. o 15. jyna 1909. roguse (ApXuBCKy MaTe-
pujan mopozpute Opajt). Y cBojum benemxama Jlynmuna Gpajt uctu-
Je J1a je MOBpEMEHO U AMpUrosao Xxopom HapozpHor nosopumiTa.

19 Cno6opan Typnakos: Jleimoiiuc mysuukoi susoitia y Beoipagy
1840-1941, Mysej nosopuine ymerHoctu Cpbuje, beorpap, 1994,
52.

11 Hemamo TauHunx nogaraka kaza je Bojrex ®pajr ynucao Cprcky
MY3UYKY HIKO/Y, KA0 HU KOJ| KOTa jé y4MO BUONMHY, all C€ TOKOM
1909. rogMHe HEroBo MMe HEKOIMKO I1yTa [10jaB/byje Ha IporpaMuma
jaBHMX MCINUTHUX KOHI[epaTa oBe ycTaHoBe. Takobe, y eroBoj ue-
1Koj 6uorpaduju cToju aa je noxahao Cpricky My3muKy IIKOTY.

12 Cno6opan Typnakos: Has. feno, 63.

13 Opaj mogatak Haasu ce y sBaHn4Hoj (Yewkoj) 6uorpaduju Boj-
texa ®pajra. Baumas Xymn je 1903. roguue pgomao y 3arpeb xajga
Ho4Mmbe fla Ipefiaje BUOMMHY Ha IIKOMM XpBaTCKOT IMa36eHor 3a-
Bofia. Bojrex ®@pajr je 1911. rogyHe BepoBaTHO KOJ, HbeTa UIIA0 Ha
KOHCYy/ITallMje U ycaBplllaBak-€ MpeJ NPUjeMHM UCIUT 3a YIUC Ha
beuxnu koHnsepBaTopujym.

1 @panTumex OHApUYeK TOCTOBAO je y Beorpagy HEKONUKO My Ta:
13. janyapa 1890. (MecTo ofp>KaBama KOHI[epTa HHje TO3HATO), 29.
HoBeM6pa 1 3. neriembpa 1891. y HapogHoM nmosopuuity, 20. jaHyapa
1895. takobe y HapopHoM nosopuiuty u 26. HoBem6pa 1901. roguse
y I'pabanckoj kacunn. Bupn y: Cnobogan Typnakos, HaB. mefo, 25,
28, 33, 46.

15V xoTeny cy ofceany uan y mera [oNasui CTpaHy yMETHUIN,
aJIu ¥ TPTOBLM, JUIITIOMAaTCKO 0CO0/be, PYCKM KHE30BM 1 AP.

16 Ynak, mpeTexxHO €y ce Ty CaKyIUbaay yMETHUIM 1 HOBUHAPH.

7V ,Mockeu* ce ysex newitio goiahazno, wajHo unu jasHo, a iio-
1A3U70 ce y Tloxoge U axkuuje Upoilus ,,impynoi“ gpyuinead, weiosux
UHCIIUTRYYUja u KyniiypHux manugecitiayuja, Bnagumup JKnpaHde-
Buh, y: Beoipag y ceharuma 1930-1941, Cpricka KibM)KeBHa 3apyra,
beorpan, 1983. 143, Bupu ucto, 138-142 n 145-156.

18 YanoBe ®pajToBe Kalle/le HABOAKMMO IIPeMa 3aIUCY HEroBe
khepxke Jlynmuie.

19 3aHUM/BUBO je Aa Cy, Opef TPAHCKPUIILMja KOMaja U3 MOy~
napuux BepaujeBux, Ilyunnujesux, Mouaprosux u Pocunnjesux
omepa, 6uIe U TpaHCKpuUIIUje HyMepa us Barneposor Tpucitiana
u Msonge.

20 Bojrex ®pajt he, Ha mpuMep, yOP30 ca BEMUKUM YCIIEXOM 3a-
Bpunty (1914) Beukn koHsepBaTOpujyM™, 3atuM he 1921. (6ugu u3
ol epemena Bojitiexosy goitioipadujy Ha ciip. 65) crehu MajcTopcky
munnoMy Ha I[Ipainkom KoH3epBaTopujymy, a 1923-1925. npepaBahe
y Mysnukoj konu Citiankosuh. On 1925, Kajja mocTaje KOHIEPTMaj-
crop Cumdonujckor opkectpa Ilpamkor papuja, xusu y Ilpary, anu
M HAaCTyIIa Ko CONMCTA-BUPTY03 Y OPOjHUM eBPOIICKMM I'PaflOBUMA.
Muan Bysus je ox 1908. fo 1914. roguHe npefaBao 060y 1 Kiapu-
HeT y Cprickoj Mysudkoj mkonu, a @pani Mepra y ucToj ycTaHOBK
KOHTpabac y MIKOJICKOj roguum 1918/1919.

21 CauyBaHe cy caMo /iBe — jefiHa ce Hanasu y HapopgHoj 6u6mmo-
teru Cpbuje, a gpyra je y moceny nopoputie Opajr.

22 Hukona BanoH, 4uje mogaTke U3HOCKMO Ha OCHOBY HeTOBOT IH-
cma ynyhenor Jlyanmuiu @pajr, poheH je 1870. ropnHe, a HOpeKIoM je
u3 Victpe. llIkonosao ce y [lapusy rae je cTyiupao KnaBup 1 Oprysbe.
HaxoH crynuja cenu ce y Victram6yn rie ce usap>kaBao fajyhu yacose
KIaBupa 1 GpaHIyCcKOT YWIaHOBMMA CY/ITaHOBe mopopuiie. loguHe
1915. ca cprickuM nacouteM fonasu y beorpan. Ty ynosnaje JopanoBy
cectpy Mapujy kojom he ce oxxenntu 1920. roguHe.



23 Ocum Tora, Ha Taj HauuH je u3berao u Moryhy Mo6ummsauujy y
ayCTPOYTapcKy BOjCKY.

24 Marpanena ®@pajr ynana ce 1911. sa Yexa Puxapnua Illkapky
(Csjerrna, 1876 — Kapmosu Bapu, 1949), jenor o ocHuBava Yemkor
moma y Beorpapny, kacHuje u supexTopa Ilpamike kpenutHe 6anke. He-
KO BpeMe je CBMpao KnapyHeT y beorpasickoM BojHOM opkecTpy. Tokom
ITpBor cBeTCKOT pajia fieyje y YelKoM ApywTBy /Iymup u opranusyje
36pumaBarbe YelIKMX BOjHIKA IPUCUITHO PEIPYTOBAHNUX Y ayCTPOY-
rapcKy BOjCKY, pambeHNKa, 3apo0/beHMKa 1 u3bermmia. Y oKBUPY TOT
IpYIITBa OCHOBAO je YexocmoBauko HapoaHo Behe, koje je 06e3benmno
monasak y CpOujy ABejy XyMaHUTapHUX MICHja ca JIeKapuMa, CaHU-
TETCKIM MaTepIjaioM ¥ TEXHIIKUM 0COO/beM.

25 HaKoH HEKONMKO pa3opHUX 6oMbGappoBara Beorpana TokoM mp-
Be JiBe TofiuHe para (y KojeM Cy CTpajiajie MHOTe 3rpajie 3HauajHe 3a
ofiBUjambe My3MUKor XuBoTa: HapogHo nosopuure, xotenu Mockea,
Cpicku kpam, Cplicka KpyHa), CTAHOBHUIITBO je MACOBHO HAIIYIITA/IO
HpecToHNLy cenehit ce y yHy TPaIIbOCT, HOTOTOBO IITO CY TOKOM 1915.
Hoyesie MHTepHaLMje rpabaHa y orope, a HAKOH TOTa YCIERUIO je 13
VICTOT pas3/iora 1 MONNCHBabe YIVIENHNX jaBHMUX IMYHOCTH, MHTEIeK-
Tyasala 1 60raTyx TPropala 1 IpUBPeFHUKA.

26 360r 30pPaBCTBEHOT CTaba HUje 610 MOGUIMCAH.

¥7 o kapa cy Taano Emunja ®Opajr u cun Cresan 6wm y Kpy-
eBIy Huje HaM mo3Hato. Ho, HajpaHuja cadyBaHa momucHuna (ox
MHOTHX) K0jy je JoBan ®@pajT us IIn3eHa mocmao cympysu Ha 6eorpap-
cKy aapecy (ViBkoBuhesa 37) Hocu jatym 4. cenrrem6bap 1916. [Tpema
IDOMMCHULN KOjy je Bojrex ®pajt 0610 Off CBOjUX ,,yueHnKa" 24. Maja
1915. ropuHe Ha BOjHMYKY afpecy y Pubapckoj 6ami, oH je y Kpyrues-
Iy OCTA0 JI0 IPUK/bY4Yeba CPIICKOj BOjCIIN.

28 V3 wraMnaHor mporpama casHajeMo #a cy BehuHoM usBeneHe
KOMIIO3MIIje 3a MYILIKM XOp 1 TO JIeoHKaBaa 1 OPOjHIUX YEIIKIX
ayropa benpne, Manate, Xunpgaxa, Bamaruja, CmeTane, Jupaneka.

29 Moryhe je ga je mopopuua INexman 6mma ca PpajroBuMa y poa-
OMHCKMM OFHOCHMa, ¢ 0031POM Ha 6pojHe WIaHOBE KOjU CY XKeen
Ia mosppase JoBaHOBY CYNPYTY, Kao 1 Ha ¢poTorpadujy ca mOTINCOM
BuonuHucre Ilemne IlexmaHa, Koja je cauyBana Mehy ®pajToByum nopo-
IOVYHUM JOKYMEHTVMA.

30 Jocud Jupanek (1855-1940), mujaHuCTa, NEHATOT ¥ KOMIIO3U-
Top. Y merosoj knacu Ha IIpamxom xonsepsaropujymy Emun Xajex
je AUIIOMMPAao KIaBup. JupaHex je 1907. roguHe 06jaBuo KpUTUYKO
usfiame beToBeHOBMX K/IaBUPCKVX COHATA.

31 Bupm: Mysuxa 6eoipagckux kagana, canona u kny6oea (Mopepre
urpe u3 36upku Joana ®pajra, spyra cBecka), beorpap, Clio, 2014,
4-10.

32 Buo je HajIIpe Y KOEIIKOM IIKY, @ 3aTUM y cacTaBy Mysuke Bap-
mapcke puBusmje. KacHuje je mpebaden y cactaB Opkectpa Kpamese
rappe. Ca BuM cy y Bapaapckoj [uBusujyu OMIN 1 KaIleTHUIN: XMHKO
MapsxnHery, JoBan Yp6aH, Jungpux Bunnr, JTeonony [IBopxak, Bu-
hecmas Hur, Te Hapeguuuu (koju cy Takobhe npebadenn y Opkectap
Kpaspese rapze): XKusau Joparnosuh, Otokap ®oryep (knapuHeTncTa),
Anron HekBunpa (Brononyenucra) u Jparopy6 XKusanosuh (koH-
Tpabacucra), Koju je Kao 1 Bojrex 3aBpuino beukn KoH3epBaTOPIjyM.
Bupu Topnana Kpajaunh: Bojua mysuxa u mysuuapu 1831-1945, Ho-
BMHCKO-U3JaBayku LeHTap Bojcka, beorpan, 2003, 52, 53, 54, 56.

3 Topmana Kpajaunh: Has. neno, 63.

34 Bupm ucro, 53 u 62.

35 Ose BojrexoBe ycoMeHe M3HOCUMO Ha OCHOBY McKasa Marga-
nennHe khepke Munape llIkapka-byrapckn u yuyke IlBetane Byrap-
ckn-IIpokorupesuh.

3 Topmana Kpajaunh: Has. geno, 50.

37 Bupm ucro, 51, 52, 53.

38 Cnobopman Typnakos y: HaB. feno. 81 u 82. HaBopu cinexnehe
KoHIepTe: 1. HoBeMbap 1917. [IBopana 6uockona ITana y ConyHy.

Konuept Opkectpa Kpasbese rappe nog yrpaBom
CraHncnaBa BMHMYKOT Y KOPUCT MHTEPHUPAHUX
IIOpopAuIia CPIICKUX yMeTHUKA. Kommosunuje Ja-
BopyHa JeHka (YBeptupa Kocoso), Kapna Mapu-
je Bebepa (Ilo3us Ha iinec y opkecTpauuju Xek-
topa bepnuosa), Xekropa Bepnmnosa (Mapiu u3
Dayciiiosoi apoxneticinisa), Kamuja Cen-Canca
(®anTasuja us onepe Camcon u [Januna), Jleona
Cunuraspe (ITujemoniiicke uipe 6p. 1 u 6p. 2), Pe-
nukca Menpncona (Can neitivve Hohu), I1abna me
Capacarea (IIliancka uipa u Luiancke menogu-
je), Cranucnaba bunnukor (Mujaitioske — cpiicke
cesganunxe) u Ensappa Tpura (ITep I'uniti, cBU-
ta 6p. 1). Conucra HapenHuk Bojrex ®pajr, Bu-
onuHa; 13. anpun 1918. xop bene xyne, ConyH.
Konuept Opkectpa Kpasbese rappe oy yrpaBom
CranucnaBa bunnukor. Komnosunuje Exsapaa
I'pura (C jecenu), Jlynsura BaH berosena (Cona-
wa y yuc mony, oi. 27, 6p. 2 3a knasup), Kuna
Macnuea (Banercka mysuka us onepe Cug), AH-
towuHa JIBopxaka (KmaBupcku tpuo Jymxa),
Kopska busea (ogmomuu 13 onepe Jlosyu buce-
pa), Penukca Menpncona (Yeeptupa Pyj bnas).
Conucty: Mnagen M. Josanosuh, knasup, Boj-
tex ®pajrt, BuonuHa, Buhecnas Penpa, BMomoH-
4erno, [oHoa, TeHoOp, Jerc, 6apuToH; 9. Maj 1918.
I BopaHna bena kyna, ConyH. KonuepT nujanucre
Mianena M. Joanosuha u Opkectpa Kpamese
rapge. Cyzenyje Jetc, 6aputon. 11. maj 1918. Cpn-
cka 6omuuna Ipeciiononacnegruxka Anexcangpa,
Conyn. KonuepT Opkectpa Kpamese rapae. Kom-
nosunuje Ilerpa YajkoBckor (Crnosercku mapui),
CreBana Mokpam1a (Pyxosein 6p. 14), Buhecna-
Ba Penpne (Mosauxk cplickux HapogHux fiecama),
Xenpuka Bujemapckor (Konyepini 3a euonumy u
opkecitiap), ®penepuka llonena (Konuepini 3a
K71a8up u opkecitiap, [pyry u Tpehu cras), AHTO-
w1Ha [IBopxxaka (Cnosencke uipe 6p. 1 u 6p. 2).
Cynenyjy Xop 6orocnosa, Bojrex ®@pajr, Bronu-
Ha 1 Mnazgen M. JoBaHoBuh, kiaBup.

39 Bpanucnas Hymnh, ,,0 sxusory n pagy Cra-
Hucnasa bunnukory: Comoedia, 4. 11 1924. rop,.
11, 6p. 5, 10-20.

40" Cranucnas BuUHMYKY je Te rofVHE IPUMbEH
3a WwiaHa Y7Ipy)Xema KOMIO3MTOpa U U3/laBaya
DpaHIycke.

41 Crana Bypuh Knaju: ,,Opkectpu y Cp6u-
ju mo ocHMBama puaxapmoHuje, y: beoipagcka
punxapmonuja 1923-1973, Beorpapn, 1977, 27.
(mpeurTaMIaHo y ayTOpKMHOj Ksusu Akordi pro-
Slosti, 1981, Prosveta, Beograd, 128-154).

42 Topmana Kpajauuh: Has. ferno, 54.

43 U ose ycniomeHe koje je mocne para Bojrex
M3HOCHO CBOjOj HOPOAMIIM 1O HAIIMX JJaHa JIoIIIe
cy 3acimyrom merose cectpuunHe Mumnape Illkap-
ka-Byrapcku u mene khepke IBetane bByrapcku-
IpoxommeBuh.

44 Josan @pajr ce BpaTno Tek 1919. rogune.

45 TIpsu xoHuept y Beorpany ogpxamu cy 7. fe-
nieMbpa 1918. rogune y Kacunn y kopuct I]pBenor
KpcCTa. 3aTUM je ycenya ecToMeceyHa TypHeja
1o rpagoBumMa Xpsarcke, Crosenuje u bocue u

25
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XepuerosuHe. Ha koH1IepTY ofip>xaHOoM 5. jaHyapa
1919. y I'mas6eHom 3aBopy y 3arpey HacTymuo je
y3 Opkecrap Kpasbese rappe 1 Bojrex ®pajt nsso-
nehu Buonuncku konyepiti BujermaBcKor.

46 Opajr je 610 AUpPUTeHT OBOT aHCAMOIa, a/Iu
MICTO TaKo 1 y 06aBe3l [ja OpraHusyje KOHIepTe
1 HabaB/ba HOTHM MaTepujal. 3Hauaj 0601 my3uu-
Kol gpywiiniea je wiaj ga je oHo 6uno iipso y Cpouju
Koje ce 6a8Un0 PASTUHUTIUM MYSUMKUM HAHPO-
suma. Jegan og unanosa 060l opkectipa, Koju ce
iiopeg ocifiane my3uxe 6a6U0 U 1AKOM CATIOHCKOM
MY3UKoM, 6U0 je geceilioioguirbll yHeHUK 6UO0NU-
He Pagpaen Bnam. On he 1927. iogure opopmuiniu
upeu yes opxecitiap y Cpouju, iiog umerom ,,Citiy-
geniticku Muxu Ile3®, y: Muxajno bnam, Jazz u
Srbiji (1927-1944), usp. Aleksandar Mihailovic,
beorpan, 2010, 19.

47 Ha cruxose YKapka Jlasapesuha.

48 Ha cruxose [Jparytuna Mnuha.

49 Yckopo ce ocuusa Beorpazcka onepa (1920),
satuM beorpaypcka punxapmonnja (1923), a ¢ pa-
oM nountse u Pagno beorpan (1924), ocunBa ce
(1925) xamepuu ancam61 Collegium musicum, Ko-
ju MMa ¥ HOTHA U3/lamba.

>0 Jopan @pajr 1920. roguHe OCHUBA U3JA-
Bauko npenysehe Mysukanuje Josana Ppajinia,
Hajipe ca seToM Hukonom BamoHoMm (Ha 3ajen-
HUYKOM CIeljaTHOM usnawy Souvenir de L'Edi-
tion populaire croju gatym 16. maj 1920), a Ha-
KOH TOf{HY AaHa (Kako cToju y sanucy Jlyamume
®pajr) - 25. janyapa 1921. peructposao je pupmy
Ha CBOje 1IMe, YMja ce pafitba HajIIpe Hajlasuaa y
Jledanckoj 21, 3atuM y Yaunu Kpamba AleKcaH-
Ipa 49, a oHpa y ucroj ynmuuu Ha 6pojy 9-11, rae
je paguia cBe o 6ombaproBama beorpaza 1941.
Y Beorpany npe JIpyror cBeTCKOT paTa joul Huje
IIOCTOjajTa CIleljujann3oBaHa My3nuika Kyha mo-
nyT OpajTose.

5! Tlopep HOTHUX M3Jara, HOTHUX XapTHja,
yl6eHMKa U KIbUTa, KaKo CTOjU Y peKIaMM Ha
nonebunn Opajrosor Karamora sa 1926. rogu-
HY, Beh je mpopgaBao (1 cmao moysehem 3a neny
Kpamesuny C.X.C) u cBe ryJjauke MHCTPYMEHTE,
K/IaBMpe, Kao 1 JIelIoBe 3a IbUX.

52 TIpe cBera, MySHLMPAIO ce Y FOMOBMMA I'fie
je BMIlle YIaHOBA OPOJMIIE 3HAIO Ia CBUPA, HIIP.
y nomy Hacracujesnha, Bunasepa, Pubnukapo-
BUX, Anekcanppa Jleke, Pysxe lladapuk, Muoja
Mmunojesuha, Munana Paknha, anu u y MHOrUM
nmyhuujum rpahanckum mopopnama, 6yayhn
Ia cy mocTojane 60/be MOryhHOCTY 32 KYIIOBUHY
HajpasIMYNTUjUX BPCTa UHCTPYMEHATa.

53 TIpema Genemkama Jlypmuie Opajt, JoBaH je
IIpe OCHMBaka CBOT M3laBadyKor npeayseha mMao
MHOTO y4eHNKa. IbuXoBu popuTe/bu Cy 4ecTo
TPa>kMJIN Off Ibera Jia 3aluilie HOHEKY HapOiHYy
IeCMy MM KOJTIO, Koje 611 BhIX0Ba [ielia MOrIa fia
CBMPajy Ha IOPOAVYHMM CBEYaHOCTVIMA U CKYTIO-
BuMa. Taxko je Ppajt moveo jja 3anucyje HapogHe
IecMe ¥ IIpaBy BUXoBe apaHXmaHe. Kako je 3a
TUM O1JIa BeMKa IOTPaXkiba, a MOPAO je Te apaH-
JKMaHe fla IIpernucyje y MHOTO IpYMepaKa, J0IIao

je Ha upejy fa 6u 610 60/me fa ux mramia. OBo je Takohe 610 jenan
OfI pasyiora 3a OCHNUBalbe U3[aBaYKor Ipeayseha Mysukanuja.

>4 Y ToM cny4ajy Ha M3HabUMA Ce [I0jaB/byje CAaMO KapaKTepUCTH-
yaH nedar Jopana ®pajra

55 Y ToMm cy4ajy oHa ce Hymepuy ca EF (uan HO).

56 HemaMo TayaH MOAATak o TOAMHAMa Kafia Cy ce I0jeANHaAIHN
anbyMu IojaB/bUBaNY, anu y nocnefmeM OpajToOBOM KaTanory 3a
1938/1939. Hamasy ce MOMNC CBUX jeflaHaeCT aTbyMa ca yKYIIHO 463
KoMIo3nnuje (mecMe MM Komia).

7 Oguyupcro xono EF 19, Cysenup us Beoipaga EF 65 Ilnermwe-
Ba rocsehen Ib. BucouancTBy Kpamy Anexkcauppy, Cpiicka geopcka
ctapaxa EF 121, Komuitticko xono EF 123 u Mapw Ib. Bucouancitiéa
Kpamwa Ileitipa EF 362 Jocuda Bponuna, Cpéujarka, panTtasuja 3a
knasup EF 122 Jocuda Csobope, [apga uge, mysnuke cnuke us beo-
rpana EF 201 Muxajnosuha, Cpiicka gpaniiiasuja 3a UonuHy u k1asup
EF 120 JoBana ®pajra, XumHe Marne autanre EF 365, Mapiu Oj Cp6u-
jo, EF 327 K. IlerpoBuha, Mnaga Cp6aguja, coxoncku maput EF 574
Boxupgapa JokcumoBuha, kao 1 6pojHM a6yMu CPICKUX U YeLIKIX
KOMIIO3MTOPa MHCIMPUCAHNUX CPICKUM DOIKTIOPOM.

58 KapaKkTepuCTUYHO je Aa ,TIpey3eTy” MeNOANjy YBEeK HOHOCK Y
M3BOPHOM 00/NKY, Bofajyhu joj jefHOCTaBHY XapMOHCKY IIPaTHYy.
ITeBaHM TEKCT je, MehyTuM, Her/fie IORyAapaH ca OPUTUHATIOM, a HETZie
IIPE/ICTaB/ba IErOBY BapMjaHTY.

% AytopctBo 3acraBHukosuha norspheno je u y COKOJ-y mro
CMO MMajK y BULY pasMarpajyhu npBa nsgama HaBeleHUX MecaMa.

%0 Bopbhe Ilepuh: ,Ilecunk-menon Muxanno 3acraBHukosuh®,
Hanuya, cplicku HapogHu unycitiposanu xanengap 3a 2012, Bykosa
3a,uy>1<6r/n-1a, beorpagm, 2011, 225.

1 O Tome, kao 1 o 6uorpaduju Muxanna 3acraBuuxosuha BURHU
Bophe IMepuh, Has. geno, 223-229.

2 'Bopbe Ilepuh, nas. geno, 224.

63 TloBogom 25. ropuibuIie 3acTaBHUKOBUNEBOT KIbVKEBHOT pa-
na Hexu vaconucu (Kuha, Cpiicko Kocoso) y kojuma je 06jaBpuBao
CBOje OpOjHe TEKCTOBe U CTUXOBe, 00enexxunm cy taj jyounej (1925.
rOfMHe) IPUTOFHNM WIAHL[MMA. AyTOpU IPIUJIOTa Y IJIMa HAPOUNUTO
ucTU4y werose necMe Kpehe ce naha gppanyycka u Tamo ganexo, koje
je, HaTrIalaBajy, ucilesao, ie6ao u céupao sojHuyumay Conymy, Kao u
fla ce OHe U IaHAC fie6ajy U ceupajy ilo uesnoj kpamesunu, Bunu: Hophe
IMepwnh, HaB. feno, 229 un 230.

64 M. J. BacraBuukosnh: Ha npsoj myunun (V13 XMBOTa CPIICKUX
usbernuna), Cpiicko Kocoso, 18, 1926, 4-6, y: Hophe Ilepuh, Has.
nmeino, 235.

65 Ycro, 235.

66 TyaBHM ,,ipTad HOTA" 6UO je, KaKo je y cBojuM cehamnma 3abe-
nexxuna Jlynmuna ®@pajt, Hukona banon, jep je u mopen Bennke mo-
TpaXKibe 32 HOTHUM M3JIabVIMa, JOBaH Y TOj IPBOj TOZ{MHY 3ajeHI4-
KOr n3faBauITBa (Koje je 61710 y pasBojHoj $asn) jour yBek Mopao (13
41cTO GPUHAHCUjCKUX pasyiora) Aa CBMpa y HEKOIUKO OpKecTapa.

67 Mwunau Bysun 6uo je kanennuk Mysuke [Iputcke aususuje, a
Bojrex HapenHuUK y cacraBy Mysuke Bappapcke nususnje.

8 Mako noctoje 6pojuu yrucuu xoje je Bojrex ®@pajr npeneo da-
MIJIMjJ II0 HOBPATKY U3 Bemukor para, o myToBamuMa 6poioM TOKOM
THUX PaTHUX FOAMHa (a 3Ha ce Ja je myToBao of Kpda no ConyHa, Te
oz ConyHa o @paHIlycKe 1 Hasaq), HajpedUTHj| TParT je CIUKa KOjy
je IOHeo ca co6OM IO 3aBPILETKY paTa (8ugu ciuky 6p. 6).

% ®pajrosu ce y beorpan Bpahajy mouetkom 1919. roguse. Bojrex
30. jyna Te roguHe HacTyna y Kacunu.

70 Op KojuX je jefHO LITAMIIAHO U3[jatbe Ca TEKCTOM Ha IeX0CTIO-
BaYKOM.

7L Ceupao je Ha nauun xaxo ce ceupano y ucimournoj Cpbuju jous
u3 spemena Xajgyx Bemxa - nayimapcku, yuiancku.... Bugn: Hophe
ITepwnh, HaB. geno. 231.



72 Ho oBa koM6uHanuja je Takohe 6una ,,3rofHa“ u MpaKTU9HA 1
3a u3Boheme y KapaHama.

73 Khepka Muxawuna 3acrapaukosuha 3ara je HoBuHapy Exciipec
sonutniuke Jemn JamjanoBuhy nsjaBua jia joj je otar TOBOPMO KaKo
je peun mecme Tamo ganexo Hanycao Ha Menopujy Munana Pocuuckor
(BepoBaTHO je ped 0 Munapuny Pacunckom, yuecHuKy Bemukor para,
npum X. M.), Bupu Exciipec ilonuitiuxa 18. 1. 1966. Y 3a0CTaBIITHHA
JoBana ®pajra Hamasu ce werosa (JoBaHoBa) gororpaduja us 1910.
rofiiHe ca BeHuamwa ca EMunnjom Ontujan Ha Kojoj je mocseTa Pacun-
cxoM (fa 1 je ped o uctoM Munany/Munaguny Pacunckom?).

3aHNM/BUBO je, MehyTuM, ja HMKO Of TOMKMX CPIICKUX U YEIIKUX
My3su4apa, npe ceera Cranucnas Bunnyakn u Kocra Manojnosuh ko-
jU €y ca CpPIICKOM BOjcKOM Ipeuutn Anbanujy, 6opasunu Ha Kpdy u
y Conyny, Huje ymaMTHO HMje[JHO Off MMeHa Koja ce y II0CTIepaTHOM
Hep1ojy HOMMIbY Kao ayTOpy Me/ofiyje OBe IecMe.

7% To je cny4aj u ca Bophem Mapuukosuhem, Takohe yuecHUKOM
Benukor pata Koju, mpema nucawy PaHka Jakos/peBuha, HakoH Co-
nyHckor ¢ppoHTa ofasu y Ilapus. Tamo je 1922. roguHe ,HaBOZHO
3aIITUTHO ayTOPCKa IIpaBa Ha TEKCT U Menofiujy necme Tamo ganexo,
Zakje y BpeMe Kajia je Beh o6jaBbeH @pajToB apaH)XMaH OBe IIeCMe.
MapunkoBuheBo colcTBeHo usfame 36upke Cpiicke iiecme, 06ja-
B/beHOo y [lapusy 1958. roguHe, 3anpaBo je 3aIITUTa apaH)KMaHa Kao
TaKBOT U He MOTBphyje a je OH ayTOp MeTIofje, a jOII Marbe CTIXOBA.
Ha oBy 36mpKy ykasao je Beh kwmxeBHu ucropuyap hophe Iepuh.
OpurunHanuy Hasus 36upke je: Air serbes, Edition G. Marinkovich,
Paris 1958, tous droits d’execution de reproduction et d'arrangements
reserves pour tous pays. Hophe Ilepuh ykasyje na je Mapunkosuh
Ha M3famy pykoM pomucao: Cee cy ifio moje Komiozuyuje (peuu u
Mmy3uxa), a To 6u oHfa 6une: Tamo ganexo, Ilak 3ap je mopana goh n
Yepio moja, uepiuye. Mebytuwm, Ilepuh y cBojuM ucrpaxupamuma
(Januya, 2011, 239-240) ykasyje fa je ayTop cTuxoBa necme Yepio
moja, uepiuye Munopap ITonosnh-lllanyanns, a Mmenonnje [JaBopun
Jenko. Tako, mTo ce oBe 36upke Tiue Mapuukosuh je Morao fa 6yne
caMo ayTop apaH>KMaHa U CaMO OHMX CTUXOBa necMe Tamo ganexo
KOju ce He IOAYAapajy ca 3acTaBHMKoBuheBUM (M TO je jefnHO MO-
rao fia samtuTy). Jpyro je murame 3amro je Mapuakosuh Ha HoO-
TaMa YOIIIITe IIOMEHYO ped apaH)XMaH aKo je OH ayTop ¥ Meyojuje
u cTuxoBa Tamo ganexo, a OHIA MMao MOTPeby fa PyKOM JOIINCYje
Ia CY TO CBe HberoBe KOMIIO3NIIMje M TO 36 TOAMHA HAKOH ,HaBOJI-
He“ 3amtute y I[Tapusy, kapa ce necma Tamo ganexo y Cp6uju Beh
yBeNIMKO IeBana. Jlake, ako Cy TO y IIe/IMHY IberoBe KOMIO3nIuje,
OHJIa je HeIOTPeOHO YOIIIITe IIOMUbATU Ped apaHXXMaH, jep jeTHO
UCKIbydyje IpYTro.

Togune 1929. KpapeBuHa JyrocnaBuja foHesa je 3aKOH O ayTOp-
CKMM IIPaBUMa 3a Koja ce OpUHYIO YApY>Keme JyTOCIOBEHCKUX My-
3nukyx ayropa (YJMA). Tume je oHo 6umo o6aBe3HO fja OpuHe 1 0
HenuMa HalllMX ayTopa 3aliTMNeHNX Y MHOCTPAHCTBY, YKOIUKO Ce
usBofie 1 06jaBibyjy y KpameBunu JyrocmaBuju. OBo yapyKemwe HH-
je peructposano Mapunkosuha kao ayropa menopuje Tamo ganexo,
TO O6¥ 610 pe/ieBaHTaH JOKa3 ¥ Ha CY[CKOM CIIOPY KOjI Ce OKO OBe
necMe BOJIMO 1Ie3/IeCeTVX rOfjHa MPOILJIOT BEeKa, a KOji HIje pellleH
y kopuct Mapunkosuha.

75 Ose cruxoBse 3actaBnkoBuh je o6jaBuo 1926. ronuue y Hero-
TUHY Y CBOjoj 36upuu Kpamesa cysa.

76 Be3 yBOAHOT U 3aBPLIHOT KIaBUPCKOT cora 0Baj OpajToB apaH-
XKMaH, Kao ¥ MHOTe ipyTe y 361pLu An6ym jyiocnoseHCKUX HAPOGHUX
itecama, Hunka ®axuH npumarognia je sa KJIaBUPCKYy XapMOHUKY
oz 80 1o 120 6acosa. OBaj anbym objasibeH je y exnuuju Hapogra
usgara nog, 6pojem EF 821.

77 JepuHo y PpajTOBOM NPBOM PYKOIIMCHOM U3Jaby [eCMe CTOjU
»0[] Mopa‘“, CBa 0CTajIa JOHOCE CTUX Kao U y 3acTaBHMKOBMheBOM
OpUTMHATY, Tj. ,Kpaj Mopa‘“.

78 by je y cBoM aparkmany 3a xop (1928) mecme
Tamo ganexo 3abenexxuo 1 Kocra Manojnosuh.

79 Opajr je om 23. anpuna 1921. 6uo wian
Ynpyxema mysudapa CXC koje je KacHMje TIpe-
pacnoy YJMA.

80 Tex je JoBanos cun CreBan y ®pajroBum
U3fambUMa HaBOLMO 1 MMe IleBadya IpeMa dujeM
IIeBalby je IecMa 3abe/Ie)keHa.

81 To je ounIZIEAHO Ha MPUMeEpPY CTAPOTPAf-
ckux necama Kpehe ce naha ¢ppanyycxa n Tamo
ganexo. 3axBamyjyhu @pajToBUM M3AaBmUMA,
Moryhe je mpatuTu BUXOBe TpaHCHOPMaLKje OF
BpeMeHa HaCTaHKa Ia CBe [0 JaHAIIbUX faHa.
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Summary: This monographic study is based on a research of extensive
archival legacy of the Frajt family. The testimonies and memories of family
members, especially those referring Jovan and Vojteh Frajt’s participation
in the First World War have also been used. The introductory part of the
study deals with the arrival of the Frajt family in the Serbian capital and
its inclusion into the musical life of the city within the context of perfor-
mance of many Czech musicians. In this regard, the establishment of the
Jovan Frajt’s Salon concert chapel before the beginning of the Great War is
significant not only because three members of the Frajt family played in it,
but also because this type of activity was a first step towards establishing a
publishing company (the only one of that kind in the Balkans at that time),
Jovan Frajt's Muzikalije. Therefore, a great part of the study deals with per-
formances of the Frajt chapel in the Hotel Moscow as the main urban ex-
ponent of Serbian capital and the herald of a new spirit of the city. This has
been shown by means of an analysis of the printed book of the Moscow ho-
tel that contained a list (which was a novelty at that period) of all composi-
tions that were performed by the chapel, as well as a thorough analysis of
the atmosphere and the milieu created not only by the Chapel, but also by
the hotel visitors - Belgrade’s artistic and trading elites. Although the per-
formances of Salon chapel were halted by the Great War, the experiences
that the Frajt brothers carried from there had an impact on their further
development as artists. Therefore, the central part of the study deals with
their participation in the Great War. In the centre of discussion in this part
of the text are, on the one hand, Jovan Frajt’s concerts during his captivity
in Plzen, and on the other, Vojteh Frajt’s concerts as a soloist and member
of the Royal Guards Orchestra Music in Thessaloniki and in many French
cities. Jovan Frajt’s foundation of the publishing house Muzikalije after
the war in 1920 and the launch of the edition Narodna izdanja represent
a significant date in the musical life of Belgrade. Numerous folk and old
urban songs were published in this edition, but also the modern dance
of that time (Foxtrot, Charleston, onestep, shimmy) which also represent
the first edition of so-called popular music in our country. The final part
of the study emphasises two old urban songs Krece se lada francuska and
Tamo daleko, created during the Great War and published immediately
afterwards in the Frajt edition. They were used as examples of the impor-
tance of these issues in general. In fact, this edition preserved and revealed
the first, and in some cases, original versions of the so-called starogradske
(old urban) songs and made them available to a wide audience, since the
arrangements of these songs were intended for domestic performances.
Therefore, the entire Frajt edition reflects the preferences and tastes of the
urban Belgrade citizens of that time. Documentary and sheet music mate-
rial enclosed with this study is published for the first time.

Key words: Jovan Frajt, Vojteh Frajt, the Great War, Corfu, Thessaloniki,
old songs, Krece se lada francuska, Tamo daleko, the Moscow hotel, Na-
tional editions

* Hristina Medi¢ (1943), Musicologist, Editor of the Ars Musica library
of Clio Publishing Company. Her works have been published in maga-
zines Isto¢nik, Tre¢i program Radio Beograda, as well as in collections
Analiticka interpretacija, Faculty of Music, and Srpska muzicka scena, In-
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MY3URA W JPYTE YMETHOCTH
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Caxerak: Y mo4eTHOj a3y pajia pasMuIbarba
HJICIIa ce OffHOCe Ha alCTPAaKTHY upejy (Busuje,
pacnonoxema) Kojy, y cnegehoj ¢asu, oH Mopa
Ia KOHKpeTusyje ompehenHnm moperkom ppam-
CKMX TeMa, OLHOCHO YTHCaKa Koju 61 Tpebaso
la mpousaby kao pesynTaT BMXOBOT MCKa3MBa-
wa. [Tucal koHKperusyje norabaje u yuecHuke
y BUMa, IpaBM paclopeq akuuje, kperpajyhn
TaKo T3B. aKL[MjCKU Topefiak fpame. OBUM Tep-
MMHOM obyxBaheH je pacropes OCHOBHUX eJle-
MeHaTa JApaMcKe pajme — JTMKOBA, Ko U CUTY-
anuja, atMmocdepe u cpegune (y KojuMa ce OHM
HaJlase — BUXOBaA akiuja. IIpu ToM cy Te akiuje
Y Kpajiboj MHCTaHLM pe3y/iTaT ofabupa oppe-
henmx mpamckux MortuBa (KOju je, HapaBHO,
CAuMHMO AYTOP [ipaMe) M HUXOBOT [el0Baka
Ha IPaMCKM TOK IIOCPEACTBOM CBUX HaBe[JeHUX
e/leMeHara, IIpe CBera JpaMCKMX JIMKOBa. Y IO-
BE3aHOCTM MY3MKe ca TEKCTOM, I10J; aKI[MjCKUM
IOPETKOM y OIepyu IofipasyMeBa ce Kopenaruja
aKIMjCKOT IOpeTKa fpaMe 1 My3uuke GpopMe Ha
HIDKUM HUBOUMA.

Kipyune peun: ak1jujcku nopefak, 1ajTMOTUB,
71ajTTeMa, JpaMCKU TMKOBH, OIepa, fpaMaTyp-
ruja, paMaTUYHO, JMjaloT, MOHOJOT, Mpo3a/
noesuja

* Mp Ana M. 3euesuh (1972), npodecop teo-
PeTCKuX mpegMera, Mysuyka IIKO/IA ,,]OCHII
Cnasenckn“ y Beorpany.
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Maructpupana je Ha Karegpu 3a Teopujy
MysuKe Ha QaKky/nTeTy My3sM4Ke YMETHOCTHU Y
Beorpany y kimacu npod. Munoja Hukonuha
ca TeMoM Besa gpamaitiypuike ynoie u my3uu-
Kol o6nuxa xoposa y oitepama Ileitipa Korosu-
ha. Ilpupenuna je u o6jaBuaa usmeby ocraaor
kmure: IIposcumarea ymemHocmiu — 4oeiiono-
wike ciiyguje u oinegu (2003), Muxosu Jlorap:
Hawiniposcku eutties — mysuuka uipa y wipu
yuna (2000), IToesuja u mysuxa. Munenkose
flecmMe Kao UHCHUPAUUja MY3UUKUM CT8APa-
oyuma (1998), An’ witio iiesax Hehe fpoiany-
wu. Mysuduka nacnupanuja moesuje bpanka
PanueBuha (1999).

Akuumjckn nopepak

KIVjCKM TOpefaK je cmemehn yHyTpalmsy HUBO pas-

pajie ;pame. VI3 mpeTXofHOTr 13/Iarama CMO BUfIEeNN

y no4ueTHOj a3y pajja ApaMCKy MUCAL] KeJII 1A HeroB
IpaMcKy KoMaf Oyfie Ipe cBera 3aHUM/bUB, AN U Y CKIAAY
ca ofabpaHUM )KaHPOM I KEbVDKEBHIM CTUIOM. Y MTOYETKY Ce
IEroBa pasMUIbakba OHOCE Ha HEjacHY, alICTPAKTHY /€)Y,
Ha paciiosnioxcerve y Koje komag goeogu 4uitiaoyua, Ha OCHOBHY
ammocgepy Komaga: 6egpo unu MpauHo, vYuKo Uiy ciapa-
CHO, 671410 U MeKO UL OWTHPO, CTHPOio U 6opOeHo, y38ULUeHO
unu 6aHAnHO, gPAMATUUUHO ULU IUPCKO, WAJaHCTIBEHO Ul
jacuo - iio cy ymmucyu Koju ce ogrnoce Ha attimocdepy. Ipyiu
ce 0gHOCe Ha THeXUHY U gyOouHy gena: leuKo, MUCAOHO U
H0BPUIHO, YUTIKACTIO, SIetipuiaso u ciuuHo. Hexu yiducyu moiy
umatiy Kapaxitep ypiiexa unu 60ja: UCKUGAHO, KAO MO3AUK,
wapeno, cknagro...!

Y cnepehoj dasu, mucar Mopa fa HaBeleHe allCTPAKTHE 1
HeonpebheHe upeje (Busuje, mpepcrase, arMocdepe, pacosno-
JKerba) KOHKpeTu3yje, a To YMHY ofipel)eHnM mopeTkoM gpam-
CKMX TeMa, OfHOCHO yTMCaKa Koju 6u tpebano ga nponsaby
Kao pe3y/TaT BbUXOBOT MCKasuBamwa. OH CBECHO NOCTaB/ba U
paspabyje mamy unu Behn 6poj spamMaTrIHMUX MecTa y Tpamu,
4yMe JJpaMy YMHM 3aHMM/bUBUjOM. Y TaKBOj paspaju IpaMm-
CKOT TeKCTa Icall yCIIOCTaB/ba JKe/beHe CTeNeHe paMaTIYHOT
y eTanama ofiBujama JpaMcKe pajiibe, C TUM [ia y TOKY U Ha Kpa-
jy ApaMcKOT KoMajia Mopa CTa/IHO Jia IIpoBepaBa OfHOC ujieje
U peanusaluje, Huje iU ce y pagy usiyouno Hewliio og Kapax-
iiepucitiuke gena wiiio je wipebano cauysatiu, a 3agpianc unu
KA0 HOB0 0jA8UI0 HeWwTio Wilo Tpeba usbehu.” IlpakTudHo,
mucar KOHKpeTusyje gorabaje u yuecHuke y syma, mpaBu pac-
HOpex aKiuje, Kpeupajyhm Tako T3B. aKIIMjcKM HOpefak fpa-
Mme. OBuM TepMrHOM 06yxBaheH je pacopes OCHOBHUX efeMe-
HaTa [paMcKe pajme — IMKOBA, Ka0 U CUTyaluja, aTMochepe
u cpenyHe (y KOjuMa ce OHM Hajiase), ¥ lbUXOBUX akiuja. [Ipu
TOM CY Te aKIjyje y Kpajib0j MHCTAHIIY pe3yaTaT ofabupa ofpe-
benux gpamckux mottiusa (Koju je, HapaBHO, CAUMHIUO AYTOP
IpaMe) U BJUXOBOT [el0Bakba Ha APAMCKU TOK IOCPeICTBOM
CBUX HaBeJlEHNUX elleMEHATa, IIpe CBera gpamcKux Aukoea.

Jpamcku nux caollITaBa APaMcKy pajmwy. JJpaMcku nucary
TEXU [ja CBaKM [[PAMCKU JIMK IPUKaXKe 3aHUM/BUBO, oce6-
HO I7IaBHe JIMKOBE, TAKO IITO he off BUX CTBOPUTHU gpamcKe
kapaxinepe. CBaKu paMCKJ KapaKTep IMa 0CHO8HY KapaKitie-
pucitiuky (Tj. HAJIPUOIVKHIJY CIUKY O KapaKTePy TOT TMKa),
3aTUM TeMIIEPAMEHT, Y/IOTY Y APAMCKOM TOKY M MOTMBE KOjU
ra Bofie fa menyje Ha ogpehenu HauuH. IpaMcKy KapakTte-
pu Cy, 3alIpaBoO, IMKOBMU KOjU TyMade JPaMCKy pajy, HOK
CYy gpamcku mMoiiuéy OHY eJIEMEHTH KOjuMa APaMCKM Mucall
OIpaBfaBa WIM SORATHO 0OjalIbaBa MOCTYIIKe [TOjeANHIUX
nuKoBa niu gorabaja.

ITojam akuMjcKOT MOpeTKa JIOHEKJIE Ce IIpeKIala ca I0j-
MoBuMa (pabye, OTHOCHO cuXea. Y CBMM OBUM paspafaMa



OILITY TOKOBU ,,JPAMAaTUYHOCTI  pa3bujajy ce 1 pa3Bujajy
KpO3 IoCeGHe eTarne passoja.’> Y TOM KOHTEKCTY, aKIjCKU
mopepak 6u o3HavaBao BUILM CTelleH paspabenoctu upeje,
OIHOCHO TeMe, Ofi OHOTa Koju 06e36ebyjy dabyna, ogHOCHO
cmxke. To je, usriena, oHaj HUBO pa3pajie, OHOCHO IIpern-
3upama Qabyie/crrkea KOju JOBOAN IO OCHOBHUX HUXOBIX
»HOCMIana“ — IpaMCcKuX MOTKBA (Kao IOCTIefber HIUBOA pas-
paje ancTpaKkTHe Mzeje — Ha ,alCTPAKTHOj CTPaHu") U fpam-
CKMX KapaKTepa (Kao Iocielber HMBOA pa3pafie TeMe — Ha
»KOHKPETHOj cTpanu).t

C npyre cTpaHe, MOXe Ce IPETIIOCTABUTH Jja jeé OCHOBHA
dyHK1Mja Qabyrte 1 crKea y OBLe IOCMATPAHO] XUjepapxuju
[I0jMOBaA y TOMe [a YKa’ke Ha Be3y ujeje u teme ogpehenor
I PaMCKOT flefla ca CTBAPHUM >KMBOTOM, Ca HEKAKBUM ,,je]l-
HUM CMMCIEHNM XMBOTHMUM 30MBameM", HaKje: fa yKaxe
IPBEHCTBEHO Ha BJXOBY PallOHATHY YIOTPEOHY BPELHOCT,
IOK aKLMjCKM MOpPeAaK, YMHNU ce, HeMa TakBy ob6aBesy u,
6ap Teopujcku y3eB, Morao 6u ma ce 3aMucinu u 6e3 HaBexe-
HOT OCJIOHIJa Ha CTBapHOCT (aBaHrappHa ymeTHOCT 20. Beka
Iiaje M TaKBe mpuUMepe). Y TOM KOHTEKCTY, aKLIMjCKI Iope-
JaK je TAKBa BPCTa paspajie Mfieje ¥ TeMe paMCKOT fiefia Koja
UMa PYMapHY /IOy MOTeHIMpama , PaMaTUIHOT , Ha
allCTPAaKTHOM ¥ KOHKPETHOM IIaHY, Ha CBUM HMBOMMA, JIO
»JEMMHUIHUX .

dopMamHO TOCMATPaHO, APAMCKO JIeTIO IIpe HeTO IITO ITOCTa-
He CIIeHCKO 3aXTeBa CBOjeBpcHY afanTtanujy. O ToMme gpama-
typr X. Knaju nume: JJpamcko geno, kako nuiiepapHo maxo u
CUEHCKO, KaKo Uuu1es Komag iaxko u uo3opuuita ipegciiasa,
yenuna je caciiasbena U3 genosa u, o upasuuy, uogemwena Ha
genose. Ayiiop genu Kkomag Ha YUHOBe, KAMiKAg Ha CluKe, a U
4uHOBe U CluKe Ha flojase. I panuya ciuka u HuHo6a 3a8uUcu
Hajéuwe 0g mecitia, goHexe u 0 epemera 30usarea, ipanuue
il0jasa 0g MUKa Koja y wuma yueciusyjy.

Knaju HaBoiM NaKllle CXBaTame Lie/IMHe ApaMe Kao K/byd-
HMU PpasJIior Jie/beba Te Ije/IHe IpeMa HEKOM Off HaBeJleHUX
HaumHa. Takobhe, on nuie ga cBakm of memosa gpame (YuH
WIM C/IMKA) MMa CBOje HpupogHe ipanuue — jep je u céaxu
oplaHu3am cacliiasmer 0g sulide UIU Mare HauHo ogpeheHux
CAcillasHux genoad..., IOTLENNHA UK TofoaceKa.” Pasmarpa-
jyhu ncry temy, CraHUCIaBCKY je KA0 KPUTEPYjyM IO KojeM
je enuo [paMy HaBeo ,,IIPOMeHY y 36uBamy ", mro Kiaju cma-
Tpa OIpaBIAHUM, jep je gpama y 36usatvy; ocitieapnuueo, jep ce
ipanuye pagrou U3 Kojux ce 36usarve caciiioju moiy yiepguinu,
6ap naxuie u cuiypHuje neio gpyia obenexcja.®

Vimajyhu y BuLy 11eoBAT cafpiKaj ApaMCKOT [iefa, OfHOCHO
IETrOB YKYIaH IICUXOMOIIKO-eHEPTeTCK Y CYKejHY Haboj, Ipu-
POJHO Ce OCTaB/ba HeroBa Iojiea Ha YBOLHN (€KCIO3NII1ja)
M 3aK/By4YHU Jeo (paciieT), a u3Mely BUX je LeHTpamHu feo
(Tj. OHaj KOju cafgp>KM 3aIIeT paMcke pangibe). OBa mopena
Hajuemrhe rmoppasyMeBa CBpCTaBambe IIOMEHYTHUX eTalla IpaM-
CKe pafitbe — II0 YMHOBMMA VJIM CTIMKaMa, a YHyTap BbUX ce
paspabyjy mojenquHauHe gpaMcKe cUTyanuje — IO ClieHaMa
MM II0jaBaMa.

Ha nuBOy Mysuke, akMjCKu IOpeJaK je MHCTPYMEHT 3a
CBOjeBPCHO aKIIMOHO CIIpoBobere My3nuke Gabyiie, OFHOCHO
CIDKea, KOju ITofjpasyMeBa OpraHu3alLujy My3UuKoTr MaTepuja-
71a Ha HYOKUM poManHuM HuBouMa. Kpajmbu npogykru aHamm-
TUYKOT pasjiaraiba y beMy Cy aHa/JIOTHHU, OFHOCHO MMajy aHa-
JIOTHE y7IoTe KA0 BJIXOBY €KBMBAJIEHTH Y IpaMI: EKBUBATIEHTH
IpaMCKUX KapaKTepa 13 fjpaMe, OGHOCHO Mubpera, y My3uIu
(,KOHKpeTHU HUBO") Cy illeme (MOTUBH, (pase, TajTMOTUBI,
yOIILITe — OCHOBHE popMajHe CTPYKType), a eKBUBATIEHTU

ApaMCKIX MOTMBA (,,alICTPAKTHU HUBO™) Cy
cpegciliea rwuxose mMysuuke wpancPopmayu-
je (eBOMyTMBHU pasBOj UMM aPXUTEKTOHCKH
MIOCTYNIM — TIOHAaB/bakbe, Bapupame, TPaH-
CIIOHOBame, KOHTpacTUpame U Irpajgupa-
b€) VIV HA4MHU CYIIPOTCTaB/baba ABa VN
BlIIIe TAKBUX MY3MYKUX KapaKTepa.

Y ¢opmanHoj mogenn My3MUKOT Hena
Kao fpaMe Takobe IMocToje aHA/IOTHE MOfe-
7ie My3MUKe Ile/IHE — Ha JIe/IOBE, Tj. OJiCEKe,
HofoficeKe 1 cindHe popme. Mysudko feno
takobe MMa upejHy CYLITUHY KOja je cafp-
XKaHa Y BbeHOM XXaHPy U pOpPMaHOj Leno-
BUTOCTU KOjOM je IIPeJCTaB/beH Taj XKaHP, a
CacToju ce off Ie/I0Ba KOjuMa ce IIPe3EHTY]y
TeMe objennibeHe y menrHu. Mysudko nemo
je, o MpaBuUy, Takohe moje/beHO MpeMa
cafipKajy Ha YBOJIHM [i€0, IIOTOM LIeHTpas-
HU, ¥ KojeM ce paspabyjy, npemnuhy nnn
CyKoO/paBajy TeMe, U Ha 3aK/byYHI, PEMIHU-
CIIEHTHM JIe0 WIN Jieo paciieTa. bes 063u-
pa [la 11 je y IUTamy OIEPCKU KaHP KOju
Haj4enrhe mogpasyMesa Hofeny omepe Io
YUMHOBUMA, UJIN je y IUTaky COHATHU UK
HeKM IPYTY UUKINYHU OONIUK, eBUAEHTHA
je TeXXmba ayTopa fla IOHEeK/Ie CUMEeTPUYHOM,
JIOTMYHOM JUCTPUOYIINjOM KOHTPACTUPA)Y-
her mysuukor marepujana yCIoCTaBu MHTe-
pecaHTaH MY3MYKO-JPaMCKM TOK flefia.

Ia 61 ce OXHOC aKLIMjCKOT ITOPETKa IIpeMa
dabynn, OfHOCHO CIKeY, Y My3uLy (My3nd-
KOM Jie/lly) MOTrao IOCTaBUTY Ha HAYMH aHa-
JIoTaH OHOME KOJf ipame,’ dabyna u cuxe
MY3MUKOT fena Tpebano 6u ga 6yny nHCTpy-
MEHTM JJ0OKa3a Be3e TOT MY3MYKOT Jiefa ca
crBapHourhy, Ha HaunH Koju 06e36ehyje na
IBIXOBA ,My3MUKa TOruKa“ 6yme yckiaahena
Ca OHOM KOja IIOCTOjM Y )XMBOTHUM IIpOLie-
CcMMa ClylIaznalia ToT fefa U Koja UX 3aTo
YMHU YMETHUYKM pe/leBaHTHUMA (yITaB-
HOM Ha [PyToM, HepaIIOHaTHOM, apeKTUB-
HOM HIBOY).

Kapa je y nutamy oiliepa xao cunxpeimiuy-
Ko geno, aKI[UjCKM MOpefaK y3uMa y o63up
ozprosapajyhe penanuje cBUX HbeHUX YMHU-
7ala — My3MKe, TeKCTa U CIIEHCKUX efleMe-
HaTa — ¥ OpPTaHM3yje YKyIlaH MaTepujan y
onepy Ha HM>KMM HuBouma. Kako je onepa
YMHOTOMe IIpey3e/ia TeKCTyanHe IpUHINIe
ApaMaTysalyje U3 KibJ>KeBHO-TI030PULIHOT
MIbea, Kao HIIP. Ofle/Ty Ha YMHOBE, CIIeHE U
CIL., AKUUJCKUM UOPeTtikom Y otlepu YCIIOCTa-
B/bajy ce MCTOBPeMEHO ofroBapajyhe mozerne
U Ha TEKCTYaTHO-CIIEHCKOM 11 Ha MY3MYKOM
II1aHy, Kako usmeby, Tako u yHyTap 4mHo-
Ba — Ha C/IMKeE, IPU30pe, OTHOCHO HyMepe
y TUM YMHOBUMa, UTH. (LITO, IpeBefeHO Ha
II7TaH MY3MKe, 3Ha4M aHa/IOTHO KOHCTUTYU-
came 1 ypebemwe ogrosapajyhux mysmuxmx
LelnHa, 6asupannx Ha o6yxBaheHuM Tek-
CTOBMMaA ¥ YCMepeHUX Ka ofipeheHNM crjeH-
CKMM edeKTIMa).

Z
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Y moBe3aHOCTM MY3MKe ca TeKCTOM nbpe-
Ta (KOju Hac y OBOM pajly pMMapHO MHTe-
pecyje), oK aKLMjCKUM ITOPETKOM Y OIle-
Ppu ojpasyMeBaMoO KOpelnauujy aKLujcKor
HopeTKa ApaMe U My3udke GpopMe Ha HIDKUM
HIUBOMMa.

Mysuka 1 TeKcT (11a ¥ CIIEHCKM e/IeMeHTH)
Hasjlase ce y onepu, NPUHLMIINjETHO Y3€B, ¥
PaBHOIIPAaBHOM OJHOCY — IIPM TOM, Ca CTa-
HOBMILTA CTaHAApAHe omepcKe mybnuKe,
My3uKa 61 4ak Tpebaso fga MMa M3BeCTaH
IpUMAaT HaJi TEKCTOM U CIIEHCKUM e/leMeH-
TuMa. JInak, y NpakKTM4HO CBEYKYIIHO]j
Locafallllboj PeIeBAaHTHOj ONEPCKOj ITpakK-
CU, IOMEHYTU MpUMAT My3MKe OrpaHMYaBa
Ce Ha pe/laTVBHO HIXe HUBOE Y aKI[MjCKUM
IopenMa oIepa, a KaKo ce uje Ka BUIIUM
HUBOMMa (CBe IO HIMBOA OIlepe Kao LieNnHe),
pacre yTuiaj Tekcra (y CLIeHCKOj peanusany-
jU M CLIEHCKMX elleMeHaTa) TaKo Jja OH aIlco-
JYTHO NOMMHNPaA Yy CTBapamby KOHLENLNje
oIepe Kao 1enuHe. Jpyrum peunma, Mysuka
Hamehe (mu 6ap MoXke Ha HaMeTHe) CBOje
(,anpropHe®) popMe TeKCTy omepe HpBeH-
CTBEHO Ha HUBOY MUKpOdopMU, Ipu 4eMy
y TOMe KaTKaj 1fe U B0 KPynHMjux popmi,
paHra HyMepa 1 cueHa,’ anu cojy popmy
Ha HMBOY OIlepe Kao Lle/IMHe UITAK I'Pajy Ha
OCHOBY I/I06a/THe KOHIIETIINje TEeKCTa.

Kpos ncropujy mocrojama omnepa je Zoxu-
Besla MHOTO6pojHe popmante mogere. o 19.
BeKa oIepe Cy 61jIe cacTaB/beHe Off Hymepd,
(b opMarHO 1 TeMaTCKM 3a0KPY>KEHUX e~
Ha KOjJMa CY ce IIPeJCTaB/ba/iu [10je AT HaYHN
nukoBu. OBakaB TUII OpraHM3alLMje TpaM-
CKOT CI)Kea TONIPMHEO je Mambe aTPaKTNUB-
HOM, Mab€ MHTEPECAHTHOM CaOIIITaBaby
npamcke pagme. C gpyre crpaHe, omoryhno
je comucTuMa, Ipe cBera IeBavnMa, jia pu-
Ka)XXy CBOjé BOKAJIHO-CLIEHCKe ITOTEHLMjaIe.
¥ 20. Bexy ormepa je cBe BUIIE MPOKOMIIOHO-
BaHa, y OMTH IIOfie/beHa Ha YMHOBE — 10 Y30pY
Ha KJIAaCUYHY IpaMy, a1 YHyTap YMHOBA Pa3-
OujeHa Ha cueHe mnu nojase. CaonuTaBame
IpaMcKe pajitbe CIIPOBENEHO je TOCPENICTBOM
aKTMBHOT yjajiora JIMKOBa — Off II0jaBe [0
I10jaBe, Tj. Of] CLIEHE [0 CLIEHE — Y 3aBUCHO-
cTi off TeMe obpabere y T0j [paMcKoj cuTy-
alluju, Tj. CLEHN, YMMe Ce TeXM peaTHUjeM
HpefcTaB/pamy gorabaja Hero urto 6u ce TO
IIOCTUIJIO ,,I3BELITaYeHOM * apujoM (HyMe-
pom). Mebytum, ynpaBo je HymMepa 3agpika-
Ha 1 y onepu 20. BeKa Kao MeCTO ,,00MOopa’,
MY3UYKM ,MHTepMeno“ usmehy nHamerux
npaMmckux gorabaja uth., unme ce mokasy-
je moTpeba fja ce TpaMcKa pajmpa ,K03upa’,
anu U Ja ce MysuKa He usry6u (jep 6u ce de
facto camo gujanorusupameM $paBopuU30BAO
pedYnTaTUB, a MY3MUKa ,,CPX  onepe 6ua 6u
HOTUCHYTA y APYTHU II/IaH).

BpaTumo ce 3aT0 aKI[MjCKOM IIOPETKY Apa-
Me. Y HOCTYIIHOj TUTEpPaTypy O TEOPUjU U

TeXHMIIY JipaMe IIPOHAILIIYM CMO KOHCTaTalMjy fia Cy inasHe
ocobure gpamcke pagre — jeguHCI80 pagive, 8epoBatliHOC
panme, MotusuUcaHocili pajibe U lbeHa Upuiipema, u, Kao U3y-
3eTHO Ba)KHe, YaK LeQUHUIMOHE KApaKTePUCTUKE — CYUPOTH-
HOCTI VI UPOTHUBPEYHOCHL Pafiibe. Y Be3) ca JBeMa ITOCTIEeS UM
HaBeJeHNM 0COOMHaMa, BaXKHO je HAIOMEHY T f1a [PaMCKU
nucat, muuryhu cBoje feo — pamy, BOAU padyHa O TOMe fja
y BeMY YCIIOCTaBM pasiMyuMTe ApaMaTUYHE CUTYaLMje TN
koHdnukTe. Hema gpame 6e3 koHdmukra. [lo T1aBHOT KOH-
¢dnmkTa y KOMagy oOMYHO JOBOAM HU3 MabUX KOHQIMKATA,
npenpeka 1 Kpusa. CTora ApaMcKy NUcall TeXY TOTUYHOM U
3aHUM/BMBOM C/IERY OfBUjatba forahaja y mpamu, Tj. OHOM Koju
he ofprxaBaTy MaXkKwby YNTAOLA-TIEAO0LA.

Victopuja gpame Takohe mpukasyje HajpasHOBpPCHMja pelile-
Iba Yy CaMOj KOHLIENINju ipaMe. Y CMUCITY aKI[MjCKOT ITOPeT-
Ka CaollITaBama JpaMcKe pajjibe, OfHOCHO fpaMcke ¢abdy-
JIe, HEKU Off TeopeTudapa JpaMe, Kao IITO je HIIp. Bunmjam
Apuep, TBpfie ia He ITOCTOje IPOMNCH 32 IMCAbe ApaMe. Jefu-
Ho Baxkehe mpaBuso jecte fa je noTpe6HO M3abpaTu MpaBy
TE€MY M Ha4MH M37ararma: YMeinocul Ho30puHol upuiarea
abyne cilioju HyxHO y 0gHOCY Tipema iybnunu Kojoj ce pabyna
ipuua. Mopa ce samucnuiliu jegra iybnuxa uzeecHoi ionoxaja
U Kapakuepuctiuuka ipe Ho W0 ce Moxe payuoOHAIHOo gucKy-
fiosatiiu 0 Hajbomum Meltiogama ga ce 0306e HA teHy UHiTie-
JUTeHUUfy U Ha toeHe cumiainiuje.’

Y oBOM LMTaTy €BUJEHTHO je fa je 3a Apyepa ,lIpuyame
dabyne 0HO HITO je y HalleM IIPETXOLHOM M3/IATabY ,,CHKe .

Ha ocHOBY cBera npeTxogHOT MOXe Ce 3aK/bYYUTH fia je, €
jemHe cTpaHe, HeMoryhe cTBoputu ycmeny gpamy 6es uneje,
OIHOCHO fpaMcKe dabyre mena, Koja je Ty Hajuerrhe y ckia-
Iy ca mocrojehum McTopujcko-conmjaTHnM U KyITypPHUM
NpUaKKaMa. Y peanmsanujy, OJHOCHO IPUKA3UBalby ipaMe
HOTPeOHO je BOTUTHM pauyHa O TOMe Ja ce MyOnmKa IpBo 3aiH-
Tepecyje 3a MOHYDeHy ApaMCcKy TeMy, a 3aTUM Jja Ce 1Ie/IOKYTI-
Ha [paMcKa pajiba Ipe3eHTyje Ha oroBapajyhu HaumH.

Kpos ucropujy ce unak sappxxao ogpehenn crangapgau,
yobudajeHn pefocies y IpuKasuBamy 1 CIIpoBohemwy npamcke
panme, a TO je, HajjefHOCTaBHUje pedeHo: exciio3uyuja (rmoyde-
TaK) — paseojHu geo (cpenuua) — pacizneis (kpaj). OBakaB KOH-
LemnT ApaMe Hajuelrhe mofpasyMeBa HEKaKBY eKBUBA/IEHTHY
CTPYKTYpHO-(opManHy TpomenHocT (Koja ce y 3Ha4ajHOM 6po-
jy cmydajeBa ,,MaTepujanusyje” u y mopenu gpaMe y TPy YnHa).
Taj Hajuenthe sactymmenn GpopmaaHy THI fpaMe: eKCIO3UIIN-
ja — pasBOjHU €0 — PACILIET, jeAMHCTBEH je CBE IO MOJIEPHOT
mob6a, Kajia MojefMHY IMCUY IIOYNY [ja eKCIIePUMEHTUILIY ca
dbopmoM fpame, ekcriepuMeHTUIIYhY 3aIIpaBo ca aKIIjCKUM
[IOPETKOM JipaMcKe pajibe (HIIp. HA IeHOM IIOYeTKY 06e/10-
[ambyjy ApaMCKM PacIlIeT fa 61 ce HOTOM BPAaTHIIN Ha Y3POKe,
MOTHBE, O[fHOCHO Ha eKCIO3NUIINjy ApaMcKe pafiibe).

Y usnaiarwy pagroe (excito3uuju) IuTaNAL APaMCKOT KOMaja
(motom, ako fobe o usBohemwa, u raeganar) ynosHaje ce ca
IIpeIMCTOPHUjOM IPAMCKe Pajiibe, Kao 1 Cca IIABHUM JIULIMMA
YIJIETEHUM Y Pajiiby. Y CTapOrp4Koj Tparefuju 3afaTak eKc-
mosuinje o6aBpa TpaMcKy mposor. Excrosunuja mpencra-
B/ba YBOJ Y APaMcKy papmy (1 Hajuemrhe ce Haymasy y mpBoM
4MHY), y KOMe IPaMCKM IMCal] MOpa PELUIINjeHTy IpeacTa-
BUTM aTMOC(EPY U MeCTO ITOYeTKa OfjBIjarba [paMCKe pafiibe,
Tj. MOpa C/IyIIaola IOCTEIEeHO yBeCTU Y aTMocdepy Apam-
CKOT KOMaJla, yIIO3HATY T'a Ca IMKOBMMA U IbYIXOBOM YJIOTOM Y
Apamckoj pagmu. Llnp gpaMckor nuca (a y mo30puInHoj pea-
JU3ALyjy — U TNOpETUCTe-ApaMaTypra 1 pesuTe/ba) jecte aa
Off caMor IoYeTKa KoMajia Ipobyay Kop Iy6/InKe pajo3HaaocT



U 3aMHTEPECOBAHOCT, a TO he CBaKakKo ycmeTu afieKBaTHUM
AKLMjCKUM [IOPETKOM 1 JOOpOM ,MoTuBHCcaHouhy npamcke
panme. ,MOTHBIMCAHOCT IpaMCKe pajiibe IIpeficTaB/ba Pe3y-
TaT CBOjEBPCHOT aJITOPUTMa, KOjUM IMcal] KpO3 aKLMjCKU
IopefaK MOCTyIaKa CBAKOT JIMKA Y IpaMy IIOCTaB/ba ofpe-
benn ncuxomourky nmpodun TOr MMKa 1 yKasyje Ha pasiore
3a meroBe ofpeheHe morese — ped je, faKiie, 0 ICUXOIOLIKO]
MoTtyBucaHocTH. OH 3aIIpaBoO UCTPaXKyje Y3pOKe U IOoCIeu-
11e ofpeheHor cTeneHa memoBara MMKOBA U Ha Taj HAYMH fIaje
IpaMcKoM TOKYy Behu mnu Mamu cremneH gpamarudHor. M Ha
Kpajy, TOM MPEXOM aKLMjCKIX IIOpeflaKa CBUX JIMKOBA y Ipa-
MU fobuja ce 3ajefHMUIKM AKIVjCKM IOPEfAK FPAMCKOT Herna.

Y passeojHom geny npame, moMohy pasnMIUTUX JPaMCKUX
MOTMBA NPUIIPEMA Ce 3aIlIeT. Y TeXHUIM ApaMe TO Mojpa-
3yMeBa NpUIIpeMae T3B. o6nuiaiiopte cyere. ObnuratopHa
ClieHa ca)keTo, Hajuelthe Kpo3 ImpenpryaBame [TaBHIX TNKO-
Ba, yKasyje Ha mperxonehe gorabaje (yrmaBHoM Marme kpuse
WU KOHQIINKTe), @ KOji TOBOJE 10 KyAmMuHayuje (8pXyHUa N
KAumaxca), 3aTUM U [0 inasHoi ipeokpetia (nnu iepuiieiiiuje)
y ApaMcKoM TOKy. O CyLITHHY KyIMMUHALuje U 061uraTop-
He CLIeHe KOja joj HeIIOCPeHO IIPETXO0L M, BEOMA jaCHO rOBO-
pu I'ycras ®pajrar y geny Texnuka gpame: Bpxynauy, gpame
je oHo Mecilio y Komagy y KOMe ce CHAMHO U 0gry4Ho floKkasyje
pesynitiaiti 6opbe y Hopaciiiy, Wio je CKOPo ysex 6px jegHe cueHe
useegere y 6enuxkom Ciliuny, y3 koju iipu/j/areajy marve ee3us-
He cyeHe follleHyuparba u iaga pagre. Iucay, osge tipeba ga
upumenu UOMUYHU Cjaj Hoe3uje u c8y c60jy gpamcKy cHaly, ga
6U HUB0 UCTHAKAO IO cpequuiiiie 60T guma y Kojuma jyHax
c80jum yHypawwum dcuxuukum 3busarwuma yraipehyje
paciu pagree y yciiony.!0

Ilepuiieitiuja unu inaeéHu upeoxpeili NpescTaB/ba BeomMa
Ba)KHO MECTO y paMI 3aTO LITO CyOMMMMpPa IIPETXOfHM Pafi ca
ApaMCKMM MOTVMBMMA Jie/la ¥ IOBOAM JIO IIPeIOMHOT MOMEHTa
HAKOH KynMMHaiuje, Hacayhyjyhu moryh gpamcku pacmier.
Joi y rpukoM TeaTpy mepumeTuja je 6uaa Beoma BaXkaH [jeo
ApaMe KOjU je JOIPUHOCUO 3aHMM/BUBOCTHU JJPAMCKOT TOKA.
Apucrotern je feduHUCAO TIEPUIIETU)Y KO OKpeilidtve pag-
e y UpotiueHo 0g OHOT WO ce Hamepasad, a Wio ce, Kao W0
Kaxcemo, 8puiu o seposaitinociiu unu HyxHocimu.'! (Jobap
IpuMep 3a IPETXOJHO pasMarpate Hanasu ce y CopokIoBoj
npamu Kpam Eguil, y K0joj je rmaBHM MUK, Enu, casHao of
CBOje >KeHe JoKacTe [ja My je oTal] yMpo npupopHoM cmphy.
Onmax satuM, Equm je og mactupa casHao fja je >keHa KOjoM
ce 0XXEHMO, Y CTBapH, lberoba MajKa JoKacTa, a fia je lbeH MYX
Kojer je oH youo — mweros oTals J1aj).

Ilojenyam fpamaTuyapy, Kao 1To je I'eoprec Mypej, Bepy-
jy ma je mepumernja Hajupe O61Ia IpoMeHa Tyre Y pajocT —
pagocT 360r oHOBHOT pabama 671aroTBOpHe CHare IPUPOLe.
KynMmnnanuja gpame Hajuenthe ce Hamasu Ha Kpajy gpyror
uyHa uian y Tpehem unHy - npe pacineiiia pagte (T3B. Ipeo-
Opa’kema M IPEOKPeTa) U KOHAYHOT UCX0ga pagtbe, KOjU ce
CBAKaKoO Be3yje 3a 3aBPIIHUILY IpaMe.

OcHOBHU 00puCK OBe KOHIIENIINje MOTy ce CariefaTu y
BehuHM My3uukux o6nmka, moues of ¢pyre, COHaATHOT 06/IMKa
U IPYTHUX, a Te aHasorKje Mory ce Hahu u y mysnukum ¢dop-
MaMa Koje MPUIafajy CKyIy mpOKOMIoHoBaHuX.'2 Kapakre-
PMCTUYHO Y MY3UYKOj TEOPUjU je YaK [la €eBOTyTUBHIU TUIIOBU
(byra m cnuvHO) HOCe MCTe MY CTMYHE O3HAKe KaKBe MMa-
MO y gpaMatypruju. VI3 oBora ce moxxe odekuaru fga he, y
MOBE3aHOCTY ipaMe U My3MKe y OIepH, IPBEHCTBO Y U3bopy
TUIIOBA MYy3M4YKe Hafrpajibe TeKCTa UMaTy GopMe Koje 110
MY3M4KOj JIOTUILIM CTIefie OBe MpuHIuIle (IPOKOMIIOHOBAHI,

tpogenu uth.). Takobhe mocroju moryhuoct
Ja ce yCKIaJu TeXHMKa MOJepHe JpaMe,
Ifie Cy IPUCYTHe pasHe MHBep3uje (HIIp. fa
Kpaj fobe Ha moveTax gpame), ca TEXHUKOM
K1acu4dHe popme omepa, Koja mogpasyme-
Ba ITOCTEIIEHO M3/Iarakbe aKIMjCKOT TOpeTKa
IpaMcKe pajibe U IMaXK/bIBO BoDeme moresa
of yBobema y IpaMcKy pajmy 1 KapakTepe,
IIpEKO 3aIjIeTa, o KyJAMUHaIuje, Ipeokpe-
Ta U pacljeTa JpaMcKe pajmwe. Ty Mysudkn
aKUWjCKY MOpefak Hajuemrhe mpaTtu gpam-
CKM aKIIVjCKM mopefak. MHOro6pojum npu-
Mepu omepa Kpo3 UCTOPHUjy MY3MKe TI0Ka3a-
MM Cy [la ce My3MYKa Ky/IMMHALIMja ITOK/IaIa
ca paMCKOM Ha Taj HAa4MH LIITO MY3JKa CBO-
jOM COIICTBEHOM eKcIipecuBHourhy u cHa-
rOM NOAYNIMpe APAMCKY KyIMMUHanujy. Yak
1 aKO M30CTaBMMO TeKCT BOKa/IHMUX COJINCTA,
npumMehyjeMo fa My3MKa ca CBUM CBOjUM
MoryhHocTHMa: OpKecTapcKuM, [UHAMUY-
KM, arOTMYKNM U APYTUM, CTBapa ofpebe-
He IICUXOJIOLIKE C/IMKE, a KaJja YIIOpefMO
Ty MY3UKY Ca IPAaMCKUM CaJIp>KajeM KOMe je
HaMemeHa, Y MHOTO CTy4ajeBa npumehyjemo
7a je Ta My3MKa IIOfIBYK/Ia M MICTAK/Ia JpaM-
CKM TEKCT.

Crora je moTpe6HO yKasaTi a fpaMartyp-
ruja omepe Hajuenthe nmparu ,, IyIHU" frUHA-
MUYKM TOK Y CAONIITaBamwby APaMCKe pajbe,
OIHOCHO y pebamy eTama akumjcKor moper-
Ka: eKCIIO3M1IMja VIIU YBOJ, Y IPAMCKY pafiiy,
pasBoOjHU eo — KOHGIUKT (jemaH nan Buie
Mambux), KyIMUHAI[Kja, IEPUIIETH)a, pac-
IUIET U CMUpelbe fpaMcKe pajmbe.t> Mysud-
Ka fpama Takohe mompasymesa npaheme
TOT JIy4HOT TOKa, anu Beh paHuje nomeHy-
TUM MY3UYKUM CpefcTBuMa. MHOro6pojHu
IIpMMEpPH U3 CBETCKe OIlepCKe IUTepaType
[I0Ka3aJIu Cy fja Cy I/IaBHU INKOBY Haj4enthe
HOCHOLIM HajeKCIPECUBHUJUX MY3UIKUX
mapTuja, Koje Hajuemrhe, UITO je ¥ TOTUIHO,
mpare ,,1y4Hu TOK fpame. C gpyre cTpaHe,
OVHAMM3aM CIIOPEJHMX IMKOBA YIJTABHOM
MMa ,,IyYHU TOK MHBEp3aH OHOM M3 ApaM-
cKkux gorahaja — mTo ApaMcKa pagma Bullle
opMumde ¥ BulIe ce 3aruhe, TO je ciopegHu
TMK Makbe 3aCTYII/bEH M YeCTO M30/I0BAH U3
eTama ApaMcKe pajme Koje Cy 6113y KyaMu-
Hanuje. (Kao mpumep 3a Hamre pasmMaTpame
TyMadema JpaMaTypruje olnepe Ha HUBOY
APaMCKOT TEKCTa MOXKeMO y3eTu Barueposy
orepy Puenyu. [Jpamcku cixe 6asupa ce Ha
KOHQIUKTY TOjefUHAYHNX U KOMEKTVBHUX
JIMKOBA CYIPOTHUX MHTepeca. Y cyKoby cy
nopoputie Opcunn u Konony, a caMum Tum,
" BUXOBe MHOro6pojHe mpuctannue (pas-
AUYUTY XOPOBM), 1A je MIYCTPOBAH CYKOO
I0Bajy pasIM4YUTUX COLMjaTHUX CTanexa
- rpabanckor n nmaemuhxor /T3B. cympor-
HOCT JipaMcKe pajme/. Ekcriosunnja gpam-
CKe paJitbe IIpeCTaB/beHa je Kpo3 IpBa JjBa
4IMHA, Y KOjIMa Cy PeLUIINjeHTY IPelOYeHN
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aTMocdepa, CpenHa U aKTyenHu gorahaju
KOj¥ yKa3yjy Ha Te)KaK €KOHOMCKM II0JI0XKaj
Hapofa y O[HOCY Ha JIe)KepHe CTaBOBeE I/IeM-
CTBa /T3B. IPUIIPEM/bEHOCT PAMCKe pajibe/.
Y camoj omnepu 0Baj CyKob IpefCTaB/beH je
KOMOVHOBameM XOpOBa, CyIPOTCTaB/ba-
beM PA3NMYUTUX MOTUBCKMX MaTepujaa,
IbYIXOBYM TIPENINTAambEeM U IIOHAB/bAbEM, A
TUMeE je Y IPBOM 1 PYTOM YMHY OIlepe OIN-
caHa aTMocepa HapOJZHOT IIPOTECTa KOjH je
3amodveo Ha rpagckom Tpry.

PasBojuu feo y onepu PueHyu Hanmasu ce
y TpeheM 1 4eTBpTOM UMHY, Y KOjeM ce Ipu-
IpeMa U OJBMja HAPOJHU YCTaHAK, a KOjU
npenBoay TpubyH Pueniu. CBu Ha Tpry cy
y3 Bera 1 IPUCYTHU Hapof, /xop/ ogobpaBa
IberoBe Napojie /T3B. MOTUBMCAHOCT ApaMcKe
panme/. Ca cTpaHe CTOje MOHACH, CBELITEHN-
11 /xop/ Koju ce Morne Bory 3a mobeny, unme
je TMOABYyYeHa OIIITA HaleTa aTMocdepa
mpen BakaH gorabaj kojum he 6utu pemrena
BIX0Ba CynbuHa. Menoauje Koje meBa xop
MOHAXa Y AyXY Cy IIpKBEHOT IleBama, al je
TEKCT MIAK [IPUCTPACAH U YKasyje Ha CYKOO
Koju he ce HemnsbexHo mecutn. IlnemcTBoO,
IaK, K€/ J1a OCyjeTV HapOIHM IIPOTECT, a 3
TO Kopuctu wiemnha Axpujana Koju Haro-
Bapa CBOjy BepeHnIy, cectpy Puennuja, fa
usga 6para. VipeHa je pactpruyTa nsmeby
/pyOaBu mpema 6pary u /by6aBu IIpeMa Bepe-
HUKY KOjJ je HaroBapa fa usga bpara — ;pam-
CKa IlepuIeTuja /T3B. IPOTUBPEYHOCT JJpaM-
cke papme/. [lakie, y 06/1MKOBamby ApaMcKe
nepuieTuje KopuinheH je paMCcKu Jujamor
JIMKOBA, U TUME je, C jelHe CTpaHe, IIOCTUT-
HYT BEOMa 3aHUMJ/bUB JJPAMCKU 3aILJIET, & Y
MY3MYKOM CMUCITY je HOCTUTHYT (paKTypHM
KOHTPACT /XOPOBM CYIIPOTHO AMja/IOTy COMIO-
NMKOBa/. Y 0BOj ollepy 06IMraTOpHA CIieHa I
ApaMcKa KyJIMMHaIlja CMeIlTeHe Cy y IeTu
YYH, IpK YeMy OOIUTaTOPHY CLieHY Ipef-
craBjpa ciefehn Hu3 forahaja: Hapoxn, Kojer
je PueHun moBeo y mo6efOHOCHN yCTaHAK,
oKpeHyo My je neba. [Ipucranuie Puennuja
Hucy ogobpaBaie ;bybaB Anpujasa u Vipewe,
cmatpajyhm na Puenim npeko wux capabyje
ca miaemnhuma /T3B. [paMcKy KOHGINKT/.
KynMmunanujy npefcrasba ofiTyKa Hapofa
ma ocynu Puennuja Kojer cMarpajy uspaju-
oM. Y [paMCKOM pacIieTy — p1Hany ole-
pe, omucana je morubes Prennuja, mwerose
cectpe Vpene, kao u mnemnha Axgpujana.
CBU OHUM TMHY Yy IajaTH KOjy je 3amanno
o6y heHy Hapox.

Mysu4ka fpaMaTypruja y HOTIYHOCTHU
IpaTy IpaMaTypriujy TeKCTa: Hapoj, — Xop,
BlIIIE ITYTa Y3BUKYje Mapoie NpoTus Puen-
1uja, uMeHyjyhu ra uspgajuiom u npucra-
uLoM neMcTBa. VspakajHa XopcKa Mysu-
Ka JIMHAMMYKM TIOAP>KaBa JPaMCKI TEKCT
KOMe€Ilama U CBe IJTACHMjer U yIIOpHUjer
OyHTa Hapofa. Y 3aBpIIHUM CIjeHaMa, Kpo3

AUjamore ITaBHUX IMKOBA KOju cxBarajy na he ctpagatu y
3aIa/beHOM JIBOPIY, T€ [la CY MM OBO IOC/Iefilb) MOMEHTH Y
>KUBOTY, Cajia UCIIEBajy MOC/IeA e 3aKIeTBe /byOaBM 1 ONaHO-
cTu, JleoHuIie COMMCTA OBle Cy BEOMa EKCIIPECUBHE, & Y KOM-
OMHaIju ca IeBaHMM TEKCTOM, BIMa je joII BUIIe OBy YeH
CyKob eMoltja 1 MHTepeca MMKOBa paspaben kpos Temy popo-
/py6/pa HacIIpaM TeMe OpaTcKe /byOaBy 1 byOABY YOIILITE.)

Besa axyujckot iopetiixa ca gpamailypuiKkum ynoiama auko-
8a y oilepu — Ha HUBOY caMOT KbJXXEBHOT TEKCTa [paMe MOXKe
ce KOHCTaTOBATY JUPEKTHA y3ajaMHa II0BE3aHOCT HaBeJeHUX
[I0jMOBa: JpaMcKe JIMKOBe II0CTaB/ba MICAll, OHU HOCE IpaM-
CKY pafiiby, a aKIIMjCKUM IIOPETKOM JOjIase [0 M3pasa ofpe-
benn morenIujany MMKOBa, CAMUM TUM I BVIXOBE [paMaTyp-
HIKe yiIore (Koje Cy He3aMeH/b/BE KapyuKe y HU3Y OCMUII/BEHO
3aIJIeTeHNX Y/I0Ta, IT0CeOHO MMOCTAaB/beHNX /A OU ce CIIpoBena
OpUIMHA/HA 3aMicao nucia). Ha HMBoy Mysuke omepe 4nHu
ce fja Blaia 0OOpHYyTa Ipepacofiesia yaIora: Mysudka ujieja u
TeMa OIlepe MMajy CBOjy COIICTBEHY KapaKTepusalujy, Koja ce
6asupa Ha IpefCTaB/baby ofpehene mysnuke popme u cagp-
Kaja y CMUCITY foYapaBaba CIo/ballke aTMocdepe, a aKIyj-
CKUM IOPETKOM AMPEKTHO CYy OPTaHM30BAHM HAYMHU BHIXO-
Bor cipoBobema. Tako akiujcku nopenax Lypehyje* ogroce
PasIMYNTUX TEMATCKUX ¥ MOTUBCKUX CTPYKTYpa, OYEB Of
makpodopmanHor ypebemwa, npexo ypehemwa ogHoca n3meby
memoBa Te Makpodopme, ma cBe fo Mukpodopmantor ypebe-
a YHyTap unHoBa. OH TMMe OpPraHusyje flefoBambe My3UIKIX
TeMa, OfHOCHO I'PYIINIIE BIUXOBE PaMaTypIIKe y/Iore Koje Cy
CHa>KHMjer WM Marbe CHAKHMjeT M3pakajHor gejctBa. Meby-
TUM, Ha HUBOY Be3e TeKCTa U MY3UKe Y OIepy eBUJEHTHO je
fla ce IpaMaTypIIKa ylIora CBAKOT IPaMCKOT JIMKa ¥ OIepu
TpeTypa IIPeBaCXOLHO Y OHOCY Ha TeKcT fpaMme. [loTennujan
leTI0oBama, OHAaj KOHKPETHYU KBA/TIUTET CBAKOT PAMCKOT JIMKa,
UCIIO/baBa ce KPO3 IeroB KapaKTep, Tj. OHO HEKOHKPETHO
mnu adheKTUBHO CafiP>KaHO Y ICUXOJIOMIKOM IPOPUITy THKa,
a Kpo3 OIlepY je aKLMjCKUM IIOPETKOM OPTaHM30BHA CBOjEBP-
CHa ,Mpexa“ ZeloBama CBUX APAMCKMUX KapaKTepa.

D,paMCKI/I JINKOBU. APaMCKN MOTUBU

Y ApaMm pasamKyjeMo jefaH uiy BULle FPAMCKIX TMKOBa. 1
OHu cy yTKkaHm y ApaMcKu ToK u y Behoj unu mamwoj mepu
y4eCTBYjy y beroBoM ofBujamy. CBaKM MK y ApaMu HOCU
onpebenu gpaMaTypuiky moteHuujalL. 3a mwera Hije Of mpe-
CY[JHOT 3Ha4aja KaKo Ce OH 30Be MM KaKO M3ITIefja HeTO KO-
Ke cy My MoryhHocTy fienoBama y ogpeheHnm fpamMaruaaum
cutyauujama. Takobe je BaxxHO Koju he geo Tor motennujana
JIMYHOCT UCKOPUCTUTH ¥ PAMCKOM TOKY ¥ K€M CMUCITY, Kao
U y IpefioyaBamy fpaMcKe (abye, y mypeM CMUCTY. YIIPaBo
Taj aCHeKT Ipafiy ApaMcKu KapakTep muka. Of ocobrHe M1Ka,
EbETOBOT peaiosara HA OKONUHY U HA camoi cebe, 3aBUCK U pea-
roBame Ha OUYeKMBaHe U HeoueKMBaHe gpamcke obpre. (Ce
0BO je K/bY4HO 3a fIajbe [apajene ca My3SUIKOM ApaMaTypru-
joMm, o yeMy he 6utu peun xacunje.)

Teopernuap gpame, Bragumup Kpass Takohe HasuBa muko-
Be, OJHOCHO HOCHOIIe IpaMCKe pajjibe MMIHOCTUMA, GUTypa-
Ma, KapaKTepyMa, Y3 HallOMeHY fia ce Y IO30PMIIHOj yIOTpe-
611, Iof; TOjMOM ,,KapakKTep, He IOTEHLIMPAjy CAaMO MOpajHe
BPEHOCTH I yIOTa HOCMOLIA paMcKe pajme, Beh je gpamcka
nuuHocti Takohe u: Hocunay, camoi cebe, C60JUX TUHHUX peak-



uuja Ha OKoNUHY U Ha camol cebe, wume Kapaxitiep goouja ceojy
énacimuiny gusuoromujy, 60jy.>

Iakie, fpaMcKa pafiba jefHe [paMe peann3oBaHa je Kpo3
CTPYKTYPY KOHKPETHUX CUTYyalija YUjU Cy aKTEPU SPAMCKHA
nukoBu. Cama fpaMcKa pagma ce samnnhe momohy fpaMcKux
MOTHBA — €JleMeHaTa KOjy Cy YTKaHM y CBECT IOjeIMHAYHIX
JIMKOBA WY Y BUXOBY OKOMNHY, IITO Pe3yaTupa Gpopmupa-
BEM gpaMcKe CUiliyayuje - MOMEHTA y KojeM ce 361Ba HeK!
morabaj unu forabaju, mpusopa nm cuieHe y K0joj fenyje jeaaH
WY BULIE APAMCKMX IMKOBA MM KapakTepa. OHM, aK, MMa-
jy cBOje ,MOTUBE" OFHOCHO JIeNYjy IO BUXOBUM YTHUIIajeM
MU yTUIAjeM crobalmbux cuna. Ipamarypr Erjen Cypuo
IpaMCKe KapaKTepe Ha3uBa gpamcKum cHaiama U IoJ, TUMe
HofipasyMeBa JpaMcKe IMKOBe KOjU MMajy PasIN4nUTy IICUXO0-
JIOIIKO-eMOTUBHY CTPYKTYPY, a He CaMo IpeficCTaBHUKeE Ofpe-
benor mmuspea, atmocdepe, 1j. HocKoue oxpehene ynore.

Y nomenyroj kwusu B. Kpama HaBesieHa je Teopuja Cypu-
0a, Ipey3eTa U3 werose Kwure Les deux cent mille situations
dramaturques ([lseciiia xumaga gpamckux cuitiyayuja). Aytop
HaBOJAM IecT GOPMaTHNX OTHOCA MeDy MojesnHUM IpaMCKUM
¢burypama, 1 T0 Cy: CTpeMberbe, LIk CTPEeM/berba, CYIPOTCTa-
B/bambe, pacybuBame — koMe he mpumacTy 4numb CTpeMbemna,
3aTUM FOOMTHUK LIM/ba, IOMArad jeTHOT WIU APYTOT CTpeMIbe-
a y UTPU [1Bejy CYIPOTHUX cua. [Jakie, ipaMcke purype cy
y onpeheHoM opHOCY jemHa mpeMa ApyToj, U CBaKoj purypu
nomebeHa je ogpebeHa ynoia, PpyHxyuja y npaMcKuM cUTya-
nujama. IIpema cutyanuju y Kojoj fenyje gpamcka ¢urypa,
Cypuo HaBOZM 1IECT OCHOBHUX CUTIYAUUJCKUX PYHKYUUja TN
cutiiyayujckux guiypa:

1. >xenmal;, Kao HoCUJIAI] IITAaBHOT CTPeM/berba Y UTPH;

2. BPeIHOCT, 0 K0jOj je Y UTPpU ped U IpeMa KO0jOj je YCMEPEHO
CTpeM/bembe (HIIp. Jby6/beHa XeHa, MCTUHA, c1o60fa, Moh,
mpaBfa UTH.);

3. apburap, nuiie Koje HeKOMe 1ocyhyje Xe/beHy BpeJHOCT, a
MOJKe JIa je JOCYIM M caMOM cebu;

4. [OGMTHMK, OHA IMYHOCT KOjOj Ha Kpajy urpe ogpehena
BPeJHOCT IIpUIaJTHe;

5. IPOTMBHUK JKe/IMOLIA — Ka0 TAKMMYap 3a U3BECHY BpeJ-
HOCT;

6. moMarad — JIMYHOCT KOja IIOMayke y UTPU M/IY aHTAarOHMU-
cTU4Koj urpm.'®

V3 oBe knmacudpukannje Cypruoa BUAKMO Ja Cy TUKOBUMA
monebeHa ofpebena ctpemmerba. [Ipema nocrojehnm Teopuja-
Ma IpaMe, ielioBambe CBAaKOr InKa y gpamu nokpehe ogpehenn
APaMCKM MOTUB, KOjU I'a U IIOCTaB/ba Ha MeCTo ofpehere cuty-
anujcke ¢urype. Y IUTamy je ICUXOMOMKY MOTUB [PAMCKIX
kapakrtepa. (Ha npumep, Opdeja mokpehe gpamckn MmoTus
pybaBu npema Eypupuku tako #a je oH cutyaumjcka gpurypa
- Xenual, BpefHoCTH — Eypunuknne /py6aBy; y PueHnujy je
IJIEMCTBO CUTyauujcka Gpurypa — mpoOTUBHUK XKEITMOLA, Tj.
Hapofa KOjy XKe/l COLjaHy MPaBAy U 60/bYU XXUBOT, UTH.)

Vmajyhn y Buay pasnuduute HaydHe U YMETHUYIKE HUCIIN-
IUIMHe, O NOjMYy 1 BpcraMa MoTuBa, Kpasp nume cnegehe: ¥
iicuxonoiuju je Moliue yenuHa ojequnux goiahaja xoju iipoy-
3pokyjy ogpehenu uun ome. Y ecitietiuyu, yMeiiHOCTHL, O je
0HAj gocusmwaj Koju fiokpehe citisapanauxy MawiiLy ymeiHuka
u yiliuve Ha 067IUK U cagpicaj ymeilinuukol gena. Y gpamu je
Moiliue oHa oupyia koja, citisapajyhu ogpehery cyiupoiminoci,
nogctuuve gpamcke cHaie Ha genatiHOC, eKCUPecU8HOCH,
6uno mehy tiojeguHuUM nUHHOCTUMA, OUTIO Y jegHO] jeguHOj

nudHoCTY. JJpamcku moitiue mosxce ga oyge
HeKa CTpacili, Heko 6e3mMepHO cilipemberve
Koje Upoy3poKyje KOHOAUKIL ca cCYupoTHHOM
uipom unu Hexa cuitiyauuja koja mehy nuuHo-
ciiuma tuogctiuye CyupotuHociu cagpratre
¥ w0j. 3a6Ucill je MOTHUE KAO CILPACTll, 4OBEK
usmehy gee xere moinue kao cuimyayuja.t’

O yruiajy ipaMCKIX MOTMBA Ha JleJIoBambe
NMKOBa y IpaMy, Tj. O IOCTOjamby ICUXOTIO-
LIKOT MOTMBA JIpaMCKIX KapakTepa, Kpamp
y paHIje IOMEHYTOj KibN3M TaKohe muie:
Jpamcku momusu cauuroasajy He camo cagp-
KHaj gpamcke pagree Heio u cagprcaj gpam-
CKUX TUYHOCTIU, jep Cy gpamcKe TUUHOCTIU,
Kapaxuiepu, peanu3amopu gpamcKux Moiu-
8a U WAKO HOCUOYU gpamcKe pagre. 1nas-
Hu mowius lllexcuiupose wipaieguje Pomeo u
Jynuja jecitie wybasHa ciipaciti koja ioxpehe
pagry og nouettika go Kpaja, a uckasusa4u
itie wybaswe cipaciiiu cy Pomeo u Jynuja, kao
Hocuoyu inaste pagroe.'s

Y Teopuju ipamMe 0CHOBHa IIOfieNa IpaM-
CKMX MOTMBA je IIOJe/Ia Ha iaéHe U cilopegre
APaMCKe MOTUBE — Y 3aBUCHOCTHU Off CTeIle-
Ha aKTUBHOCTU IMKa KOMe Cy fofie/beHn. !
Y mpamcke MoTuBe ybpajajy ce kapakiiepHu
MOTWBU, MOTUBU CIUPACTUU VI MHOTU IPYTU
MOTUBM KOju 00jallbaBajy 1 GOMYHaBajy
cafpKaj gpame, a ga nu he 6uTy rmaBHy nnn
CIIOpelHM 3aBUCHU Off moTpebe, Tj. CTereHa
BUXOBE IIPUMEHE Y paMu, Kao 1 off edpexTa
Koju ce TOMONY BUX ITOCTIXKE.

I'nasnu moitiue NNV YeHUPanHu Moiue
ApaMe cauMibaBa ca CBOjOM IIPOTUBPEYHO-
why u upejy npame, a ugeja gpame Hajuerrhe
ce 6asupa Ha CYIIPOTHOCTHU pafitbe WU IPO-
tuspeyHoj urpu. (Ha npumep y Codoxnooj
AHifiuioHu TO je MHTepec Ap>KaBe U IMpaBo
pona, unu 'y Barneposoj onepu Puenyu — na
BeJIMKM 6OPIM 4eCTO NOXKUBE BEUKY Tpa-
refujy.)

Ciiopegnu moilius je noppebeH rmaBHOM
MoTuBy. Iberosa ¢pyHkuMja je fa mopcTu-
4e ofpeheHy pajmy Ha fabe KpeTatbe, MK
MOCPENIHO, ia Ty Pafiiby 00jacHYU UM HOMYHY
(H1p. mpexo npusopa unu ogpehenux gemo-
Ba IIpu3opa). Y Teopuju fpamMe pasiukyje ce
HEKOJIMKO CIIOPEJHMX MOTUBA, a TO CY:

1. [TuiiopeckHU MOTUE — HeCTio CAUUtbABA
ipotiecKHU KOHIUPACTU I/1A6HO] YHYAPALUUI6O]
pagreu u yHocu y wy iocebHy 60jy u attimoc-
¢epy. TakaB MUTOPECKHU MOTHUB Ha/Ia3u ce y
nubpery onepe Opdej, y cycpery Opdeja ca
MpauHIUM CulIaMa nofsemspa. Tume je yuu-
eHa nepcoHnduKalmja gsa cBeTa — Jby/j-
CKOT, KUBOT ¥ TIOfI3€MHOT, MPTBOT. 2’

2. OksupHu MOiliU6 — OTFHOCK Ce Ha jelHY
APaMCKy pajiby 3aje[HIYKY 3a 1e/I0 [leIO.
OKBUpPHMM MOTMBOM peLMINjeHT foOuja
UITY31jy TEMAaTCKe 3a0KPY>KEHOCTH JpaM-
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CKe pajiibe, OfHOCHO, IeJIoT fiena. YnHu ce
Jla OKBMPHY MOTUB Ma Be/IMKe CIMYHOCTI
ca MiejoM ipaMe, ajIit UCTO TaKO, YVMHU Ce ja
OKBMPHM MOTMB MIAK MMa Bely 103y cukej-
He ofipeheHoCTN y OHOCY Ha uziejy HpaMme,
Koja je Hajueirhe mOHeKje amcTpakTHA.
Takobe, OKBUPHM MOTUB MMa MMOKPETAYKY
eneprujy. (Hup. y Opdejy je npamcka upeja
Ia jbyOaB TPa>ky MOXKPTBOBAME, & OKBUP-
HY MOTMB je fia Ce TO gokasyje Kpos oxpebe-
He JpaMcCKe CUTyallije KOjuMa je OIycaHa
OpdejeBa 60pba ma BpaTu y >XMBOT CBOjy
xeHy. Y onepu Yapobna ¢pyna gpamcka
upeja je ga lobpo ysek nobebhyje, mox oxBup-
HJ MOTUB IIpUKa3yje UCTpajHOCT TaMuHa y
60pbu mpoTuB cuma 31a, IPUIOMOTHYTY
pyOaB/by pema usabpannny [lamunn.)

3. BesusHnu moiius — NpencraB/ba BE3y
nsmebhy mojexuHuX femoBa papme Koje He
Bupumo. To cy onn gorabaju xoju ce 36uBajy
U3a CIieHe, HerJie y Ia/bMH, VA je IUXOBO
ofBujame camo HaroseuteHo. (Hmp. y one-
pu Opdpej o je criena kapa rnacHuna Opdejy
omucyje gorabaje koju cy cHamIM BHEroBy
keHy Eypuanky, 360r Kojux je OHa 3aBpIIN-
JIa Y IOJ3€MHOM CBETY.)

[Tpunukom kmacudpukanmje MOTUBA, B.
Kpasmb je nao u jegHy anTepHaTUBHY KIacK-
¢duKaIujy MOTHBa Y [PaMCKOj KIbV>KEBHO-
CTH, Tj. IOJleNy Ha cuitllyayujcke u ycmepa-
sajyhe.

Cuttiyayujcku moitiuu TOKa3yjy CynpoT-
HOCTM Meby nuYHOCTMMA y TUNUYHUM
CHUTYyaIjaMa, Kao LITO Cy CIUIETKa, CYKob 1
cnnaso. (Hmp. y onepu Xonanhanun nyina-
nuya to je ceaba usmehy Cenre u mweHor
Bepenuka Eprnka.)

ToBopehu o ycmepasajyhium mottiusuma,
Kpasm ce nosusa Ha Teopujy etea u nume
cnepehe: Y ceojoj paciipasu o eiickom u gpam-
ckom tecHuwiiusy I'eitie iosopu o ycmepasajy-
hum mottiusuma, og xojux cy cnegehu uspa-
Uty gpamcKu MOoMUsU: MOtUUS Cllipemve-
tba, MOUIUB OMelliarba, MOTUB OULKPUBAtba
ipowinol u Moitiue Hasupara 6ygyhei.

Moitiusuma cilipemmerba ybp3aBa ce TOK
IpaMcke pagmwe. Hocuony oBux MoTuBa Haj-
veurhe cy I/1aBHe TMYHOCTH, jYHALIM fpaMe.
(Ha mppumep, To je Mar6eToBO cTpeMberbe
3a KpyHOM, PoMeoBO cTpeM/beme 3a Jynujom,
uny, y nubpety onepe PueHyu — CTpeM/bebe
Hapopa u PueHiuja 3a cmob6ogoM u coryja-
HOM paBHOIIPaBHOIINY II0 IjeHy yCTaHKa.)

Moiuusom omeitiarea 3ap>KaBa ce OfBU-
jame TOKa JJpaMcCKe pajibe MIN 0Baj MOTUB
bap ipogyxasa weHny iyimiarwy og Upeoi
KoHGAUKTA go camol ucxoga.21 To He Mopa
OUTH ,, IPYTHU 0N Y LIEHTPATTHOM APAaMCKOM
3amteTy, Beh caMo y jefHOM HBeroBoM Aeny.
(Hup. y CodoxnoBoj spamu AHiliuiona to
je mpusop y kome KpeonT onosusa npecy-

Iy Haji AHTUTOHOM; UM y onepu Puenyu To je, Ha MOYETKY
oIepe, oMeTale HaPOJHOT YCTaHKa Off CTpaHe IeMuhKmux
HOpOoAMIIA KOjiIMa YCTAHAK He OfirOBapa.)

CyutnuHa moitiuea otfikpusarea ipouisnol je ,,0’XX1B/baBa-
e IPOLUTOCTY 0 K0joj MyOnMKa Hilje MMasia IIpUInKe paHuje
HUIITA [la Ca3Ha, OMJIO fIa je Y MUTay HEKM HPOLI/IN JOora-
baj, 6uno fa je y muramy caMo mpenpuyapame MPOLUIIOCTH
[I0jefMHAYHOT jyHaKa, YuMe 6u ce yTuiiamo Ha popMupame
oznpebeHor cyna Kof ApaMCKUX KapaKTepa, OfHOCHO Ha Jajbu
TOK ApaMcKe papme. (OBaj IpaMCKy MOTUB IIPOHAIIIN CMO ¥
nubpety Baruepose onepe Xonanhanuu nyimianuya. Onucaxe
Cy HOpBeIIIKe feBOjKe I KeHe Koje Ha 06anu Mopa 4ekajy maby
ca CBOjUM My>KeBuMa — MopHapuma. OHe Bufie y fa/biHuU 1ahy
3a KOjy MICIIe Aa je maha HOpBeIIKMX MOpHApa, a TO je 3apaBo
yknera [Japnanposa nmaba. Kaga To cxBare, one ce mpucehajy
[IO3HATOT IIPOKJIeTCTBa Jlap/iaHpa 1 mberose Mocaje — MOWUS
OiKpUBALA UPOULNIOL.)

Motnusu Hasupawa 6ygyhei mokasyjy ga he ce y ogpebe-
HOj 611K0j 6yAyhHOCTM BepOBaTHO HECUTY HEIITO HITO Y
cafalllibeM TOKY jpaMe Huje MOITIO fia ce gecu. O61M4HO ce Ta
MoryhHOCT jaB/ba Kao IOC/IefMIja HEKOT KOHKPETHOT MOCTYTI-
Ka, Tj. gorabaja. Ty Takobe, cmagajy u MoTuBu 3a6yze 1 maxu,
KaKO Y 030M/bHOj TAaKO ¥ Y KOMUIHOj UTPIL.

(Ha npumep, y onepu Xonanhanuu nytanuya, y CEHTUHO]
6ananu ce Beh Hacnyhyje sxpTBa Kojy he ona nogHeTH 3a yKie-
tor Xonanhauuna.)

Panmuje je Beh pedeHo ga My3MUKM MOTUBM Y OLepU HUCY
aHaJIOTHY MOTUBMMA y fipaMy, Beh cy oHM Mysu4uKM IMaHHAH
PAMCKIM IMYHOCTIMA, OfHOCHO KapakTepuma.??

BesoM TeKcTyamHOT M MY3MYKOT y OIlepU KOMIIO3UTOP CBOje
yMeTHMYKO HafaxHyhe cBecHO, y u3BecHO] Mepy, moppebyje
IpaBUINMA M KOHIIETI[M)j!U fpaMe, TAKO ja My3U4IKe MOTHU-
Be ycMepaBa I Be3yje 3a IpaMcKe KapaKkTepe, a, IPeKO OBUX
(moTomux), mporece (My3sn4Kux) Tpanchopmanmja MySUIKIX
MOTMBA yCMepaBa U Besyje 3a jpaMcKe MOTMBe (KOju yIpaB/ba-
jy MOHaIIaleM IPaMCKIX KapaKTepa).

KoHIeniuja ofHOCa HaBeleHUX eleMeHara y olepaMa ce
Melbasia TOKOM JMCTopHje, y HajseheM 6pojy crydajeBa ogHOC
eKBUBaJIeHIIIje Huje 610 060CcTpaHo jenHO3HaYaH. To 3HAUM f1a
onpebenn gpamcku Kapaktep Huje [OOMjao HYXKHO CBOj CTaNI-
HU MYy3UYKJ MOTUB (TeMy), KOju 61 ra KapaKTepucao TOKOM
Lie/Ie oTlepe 1 Mehao Ce Y CKIafly ca eroBUM IIpoMeHaMa, Beh
je My3uKa CBOjy ofroBapajyhy Haarpamby TeKCTa OrpaHua-
BaJIa Ha JIOKAJTHO [IejCTBO — [0 IIPaBU/Iy HAa HUBO HyMepe, pebe
cueHe. Mysuka ce BesyBajia yIIIaBHOM 3a CYLITUHCKM HeIIOBe-
3aHe Hafrpajibe MOjeAMHAYHUX JPAMCKIUX IOTLE/MNHA, Tj. CBO-
InIa ce Ha CrieuMIHO MY3UIKO CIMKabe U OfCINKaBabhe
onpebenux pacnomoxera u armocdepa. Mysudky MOTUBU 1
TeMe Cy ce Be3UBa/IM 3a JpaMcKe KapakTepe nubpera y CBakoj
3a0KpY>KEHOj LIeJIMHY Ha KOjy ce IIpOTe3ao BIUXOBO JI€jCTBO
(paHTa HIDKET Off Ijefie OTIepe, Tj. y ofrosapajyhoj moriennun
orepe) Ha MPMHIIINjETHO PasININT, 38 Ty popmy crerudu-
9aH Ha4MH. Y TOM C/Iy4ajy CayIllanal Koju HKje I7Ieflao OIepy
U HYje IIPaTyo HbEeH TEKCT Ca pasyMeBambeM HIMje MOTao /ia IIpa-
TU PasBoj [PaMCKUX JIMKOBA KPO3 OIlePy CaMo IPeKO MY3H-
Ke, Beh je y Haj60o/peM cy4ajy MOrao fa perucTpyje mpomeHe
aTMocdepa 1 pacIonoXemba.

Tex ca orkprhem najtMoTnBa ycrocrasbeHa je 060CTpaHO
jemHO3HauHa KOpeCIOH/ieHIija n3Meby fpaMcKux Kapakrepa
U My3UYKIX MOTUBA, OHOCHO TeMa.?? Jlajiimoiiue uma sipa-
MaTypUIKM 3aJaTaK fa HOACETH CAyLIaola Ha bam noceba,
oppehenu nuk, nojasy nnu armocdepy.2* Cam 3a cebe, majrmo-



TUB MOXe JIa ce Mema, Bapupa, Haarpabyje, o MoXe, 3aTuM,
la KOHTPACTHUpa APYTOM J1ajTMOTUBY U Metba ce Ha HeKYU HAYH
CarJlacHO IIPOMeHaMa TOT APYTOr JIQjTMOTHBA — YIPABO CBUM
TUM IIPOM€HaMa JI3jTMOTUB II0Ka3yje CBOj IOTEHIMjall, KOjU
ce TIOpefy ca MOTEHI[NjaIoM APaMCKOT KapaKTepa y fpaMul.
Capa cmynrasan Koju He I7Iefia OIepy U He IIPaTu BbeH TEeKCT
ca pasyMeBambeM MOXe JIa IPaTy pas3Boj APaMCKOT IMKa KPo3
ollepy caMo IIPeKOo MY3HKe, IO Te Mepe [ja YaK MOXKe MaKap fia
HAC/TyTV OCHOBHY ApPaMaTypLIKY Jejy ollepe (HapaBHO, Ha
BEHOM paHIje OMMCAHOM allCTPAKTHOM HBOY). (Jour y MoH-
teBepaujeoM Opdhejy MojaB/byjy ce MOTUBY KOjH Ce C BpeMeHa
Ha BpeMe II0HaBJbajy, a CBOjMM II0JI0)KajeM U TEKCTOM KOju UX
IpaTy y BOKaJTHUM JJOHNIIaMa, CMMOOIM30BaHO je PacIoyo-
Kermbe BesaHo 3a ofpehenn gorabaj, ogHOCHO ApaMcKy Temy.
Tu MoTuBM HeMajy Heku moceb6an Hasus. Tek ox Bebeposor
Yapobroi citipenya n of, Baruepose pedopme omnepe, jaBma
Ce Ha3MB JIQJTMOTUB 1 TECHO Ce Be3yje 3a IpefCTaB/bae Oar
oxpebeHnor npamckor kapakrepa unnu forabaja. Ilpernegom
oIepa YCTaHOBUIM CMO ja Cy Hajuemrhy BUIOBU MY3MUYKOT
OC/IMKaBamba Xe/beHOT [PAMCKOT IMKa WM CUTYallyje IOMO-
hy xapakTepuCTUYHMX TajTMOTMBA KOjIIMa Cy cUMO0/IM30Ba-
HU IIOjeIMHM APAaMCKM KapakTepy, 3aTuM nomohy onpebene
MYy3MYKe TeMe KOja je BUIIe yTa [/IaCKpaHa Y Lie/IMHU WK ¥
IeNoBUMa, MHOTYM MY3MYKIM KapaKTepUCTUKaMa, Kao IITO je
HIp. IpoOpaH XapMOHCKM je3MK MM OpKecTpainja, a Kojuma
je mpukasau oxgpehenn nmuk nnu je cumbonuszoBaHa mocebHa
armocdepa.)

JlajTMOTVBM MMajy, Ha4eTHO Y3€B, OTPOMHY MOh My3md-
Ke paspajie, TPaHCHOPMUIILY Ce, MEHajy U TUME CTUMY/INU-
Iy MY3UYIKM TOK, a HOTLPTaBajy gpamcku. OHuU cy y orme-
paMa IpeTe>XHO Be3aHM 3a OPKeCTapCKy [AeOHUILy, Hajuenthe
HaKpaTKO OXIBJ/baBajy IOjej/He IMKOBE UM CUTYalije, YuMe
ce OHM caMo cuMb0nmn3yjy (Maza He MOpa yBeK #a 6y/e Tako).
Ilojam majTMOTHBA U NajTTEME O TOBapa JpaMCKOM KapaKTepy
KOjU ¥Ma MOTeHIMjajia 3a CBe OHe CUTyaluje y kojuma he ce
Hahwu. JIajrreMa u majrxapMoHuja Takohe [UPEKTHO MTOBE3Y]y
aIlCTPaKTHY MY3MKY ca HEOCPEeIHNUM 30MBamByMa y [PaMI,
IITO YKa3yje Ha Be3y TekcTa 1 My3uke. To moncehare Ha ofpe-
benn gpamckm kapakTep y Behunm cnydajeBa ce u ,,MaTepuja-
JMCTUYKK HOTBPAM Y BUAY KOHKPETHE BU3Ye/THE U TEKCTY-
aJIHe 0jaBe TOT JPaMCKOT KapakTepa y HeKOj of ,epeKTHuX"
IpaMCKMX CUTyaluja, Hajuenrthe kynMuHanuju. Yunan ce fa
je Ty My3HKa y IPEJHOCTH, jep APaMCKM KapaKTepu, CaMy 110
cebu, Tj. 6€3 TeKCTa, HeMajy HMKaKBa MOpatHa obenexxja, Hero
ce C/IMKa O BbUMa Kpeupa Ha OCHOBY BHUXOBOT KOHKPETHOT
JieTI0Batba y IPAMCKOM TOKY — A1ja/IOrOM, MOHOJIOTOM U CLieH-
CKUM MOKPETOM, JJOK je KOMIO3UTOP, NaK, y MoryhHocTn fa
UCK/BY4)BO MY3MYKVMM CPeACTBMMA UIIaK HOABY4Ye ofpeheny
KapaKTepUCTUKY (IPeBaCXOLHO KapaKTePHY — a/Ii He HeOll-
XOJIHO ¥ MOPAJIHY) TMYHOCTH MU OKPY>Kera KojeM IIPUIafa.

Ha oBoM MmecTy Takobe 6ucMo HamipaBu/IM aHAIOTH)Y M3Me-
by majrmMoTMBa KOjuMa KOMIIO3UTOP XKeU [a €BOLMpPa IPO-
LUV YIM HAcTyTu 6yayhu Mysmuky MOMeHaT, ca T3B. [paM-
CKMM MOTMBMMa OTKpUBatba IPOLUIOT U Hasupama Oynyher.
(Y BarnepoBoj onepu Xonauhanuu nyiianuya IpoHAIIIN CMO
MOTHUB Hasupama 6ynyher y Centunoj 6amagu Koja ropopu
0 MPOKJ/IETCTBY MOPHApa 1 TOMeE [ja CaMO JeBojauka KpPTBa
MoXe fa ra cracu. Ty Hacnyhyjemo fa he ce oHa >xpTBOBa-
i 3a Xomanhanuna fa 6u ra cracya BeYUTOr [IPOK/IETCTBA.
Y oBoj onepu moryhe je Hahy aHamOrKjy NoMeHyTUX fpaM-
CKIX MOTHBA Ca UICTOMMEHNM MY3U4KUM, jep je Barnep Benu-
Ky Ha)Kiby [I0CBeTHO TajTMoTuBNMa. Tako y punamy Tpeher

4yyHa BarHep y leoHUIy XOpa HOPBEUIKMUX
MopHapa ybanyje najtmotus 13 CeHTUHe
6anafe, 4uMe ce XOPY HOPBEIIKMX MOpPHa-
pa maje ynora MegujyMa Koju HEIIOCPEIHO
KpO3 pasroBop rosopu o JlapaangoBoM Ipo-
K1eTcTBY, a CeHTVH MOTUB Hacayhyje meny
6ynyhy »xpTBY (MOTUB OTKpHMBabha MPOLIIOT
" Hasmpama 6yayher).

Mo>xeMo 3aK/byYNTH a KOHLEILIMja J1ajT-
MOTHMBa 06jefuibyje KOHIENIU)Y TPaMCKUX
KapakTepa u fipaMckux MoTusa. Kaga ce y
OIlepu jaBM JIAjTMOTUB, OH 6€3 IPaMCKOT
TEeKCTa IPe/ICTaB/ba My3MUKY TEMY. YKOIMKO
Ce Taj TajTMOTHUB Be3yje CTAIHO 3a ofpehenn
APaMCKM MK MU 32 F>eTOBO JIe/I0Bak-€, OHZIA
OH I10CTaje KOMIIJIEKCH! MY3MYKO-TeKCTyarl-
HM IPAaMCKM KapaKTep, KOju Jie/lyje Ha OCHO-
BY €My MMaHEHTHUX JPAMCKUX MOTHBA U
APYTHUX, €My CHO/bALIBMUX TAKBIX MOTUBA
(cuTyanujckux, ofHOCHO ofpeheHux ycme-
paBajyhux).

CynpoTcTap/bameM U IPENINTabeM pas-
AMYUTUX APAMCKUX MOTMBA J[paMaTyp3u
4ecTO NMOCTUXY JKe/beHe CTeleHe ApaMa-
TUYHOCTY, OTHOCHO Pa3BUjajy uipy u upo-
wusuipy (Tj. CyIpOTHY, aHTaTOHUCTUYKY
urpy) apame. Tako gApaMcKy MOTUBU CBO-
jUM ,,KpeTameM Y CYIPOTHOCTUMA" y ApaMu
paspabyjy npaMcky panmy, y aliconyTHO]
MY3ULM CYNIPOTCTAB/balbeM, PasBUjambeM U
HmpelInTameM TeMa Jo0ujajy ce My3uuKa
Bapupama, rpajialiije 1 KOHTPacTH, JJOK ce
y olepy 1ajTMOTUBMMA UCTUYY U IOTEHIIN-
Pajy pasnmuynT APaMCKM KapaKTepu.

Y menuma rpykor rearpa, CynpoTHa Urpa
nsmeby onora mro oxgpehenn mpamckn
KapaKTep — TyMad pafikbe JKe/y Jja IIOCTUT-
He U OHOT IIITO MY Ce CYyIIPOTCTaB/ba, O1a je
IETOB HEOJBOJUB J1€0. Y HEKMM CaBPEMEHUM
KOMaJIMa 30CTaBJ/bEHA je [I0jaBa CyIIpOTHE
UTpe y paMcKoM TOKy. Takas je cnydaj, Ha
npumep, bexeros koman Yexajyhu ogoa. Ty
je y memy fipaMe y KOMe je MK CaM Ha cle-
HU, caM ca co60M — MOCTaB/beH MOHOJIOT;
Mafia, IIOCTOje IIefla0LiM KOjuMa Ce jeJHA
nuk obpaha y cBOM msnaramy, momasno um
ce JKa/lu U UCTIOBENR, Te je Ty IPUMMETHA HeKa
BPCTa ,,CYIPOTHE UTpe” Koja 06yXBaTa 4nuCTO
IICUXOJIOMKY MOMEHAT IJIABHOT A PaMCKOT
nuka. YuHu ce fa je oBe HoCUIAL, IOMEHYTE
CYyIpOTHE UTpe IATEHTHO NMPUCYTaH, CAMO
M3BaH J|paMCKOT TOKa, Ka0 HEKO KO ce MOJI-
pasyMeBa, aJi CBOjUM HEIIPUCYCTBOM MIIaK
IOHEKJIE ,,KOYN /TAHOBE MPUCYTHOT paM-
CKOT nKa. >

Mebyrum, Kpo3 uctopujy omnepe, YMHK
ce la je CyIpOTHA UI'Pa HEONIXOJHA KaKO
y BpaMCKOM, TaKO U y My3MuKoM ToKy. Ha
HIBOY IOBE3aHOCTY MY3MKE Ca J[PAMCKUM
TEKCTOM, MY3IYKI Cafp)Kaj orepe je y Behoj
MepH ycaraaileH ca UTPOM ¥ IPOTUBUTPOM
npame. IIpy ToM ayTop omnepe (IIPBEHCTBEHO
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KOMIIO3UTOP, a/Iu Hajuelthe y Hen30eXXHOj
capapmy ca mubpeTucToM) Bopu, b6ap mo
IpaBMUIy, padyHa O TOMeE [ia, 3apaji 3ByYHe
U CIIeHCKEe Pa3sHOMMKOCTY U 3aHUM/bUBO-
CTHU, CYIPOTCTABU MeCTa Ca ,ICTAKHYTUM
ApaMCKVUM 3HauemheM M MecCTa ca ,,JICTaK-
HYTUM MY3M4KuM MoMeHTOM . Ha mpumep,
OH Ofi/Iy4yje [ia y Ollepy NPBO U3/I0XKM pas-
BUjeHY AMja/IOIIKy CIIEHY Y KOjoj je, IpeKo
HO/IeMUYKe HAeTOCTH, paspabhen gpamckn
3aIIeT MM KOH(IUKT ITTaBHUX JIMKOBA, a
3aTUM Ka0 KOHTPACT, I/Iacupa pasBUjeHY
apujy — MOHOJIOL, Y KOjOj IJTaBHU JIMK OTKPU-
Ba CBOja Hajny6/pa oceharma 1 ICHXOOMIKA
IpeBMPaK>a; MIN, CYIIPOTHO, Jia 1A BapyjaH-
Ty Y KOjOj ce IIOK/IaIajy My3/4uKa 1 paMcKa
Ky/IMMHallyja, Ha IpUMep y CUTyallujaMa y
KOjMMa, HAKOH BeJIMKe MOHOJIOLIKE ClIeHe
(apmje), ZpaMcKu KapakTep YMHU pagyuKal-
He ToTe3e (3/I041MH, OCBETY, CAMOYyOUCTBO
UTH.) ¥ TUMe OMTHO yTU4e Ha JPaMCKU TOK
koju he ycnegntu. Yectu cy u npumepn rje
KOMITO3UTOP KOMOUHYje IjuTaTe HapOTHNX
IecaMa ¥ I/IeCOBa Kao ,MCTAaKHYTU My3Ud-
KM MOMEHAT', Ca Pa3/ININTUM VjaTOMKIM
ClleHaMa Kao Malbe MM BUILE 3HAYAjHUM
»IPaMCKIM MOMEHTOM .
HApamataypuike ynoie gpamckux xapaxive-
B /¢ ) 6e3u ca gpamcKum MOMmuUsUMA y oiepu
- Ha HMBOYy noBe3aHOCTM MY3UKe U TEKCTA Y
6 oIepy KOMIIO3UTOP IIOCTaB/ba OCHOBHY IIJb
(MEejHO-CTPYKTYpaNTHY MySUIKO-TEKCTY-
a/IHy 3aMICAa0) U eTalle Y peanusaljujy Tor
u/ba (AKIMjCKM MMOpeRakK Kpo3 mubpero un
napTutypy onepe). OH popMupa CTpyKTypy
IPaMCKUX ,,cUTyanuja‘ Ha Kojuma ce 6asu-
Pajy uzieja 1 TeMa fpaMe, IIpU Y€MY je CBAKOj
of cuTtyanuja gat Behu uim Mamu CTeneH
IMHAMM3Ma BUXOBOT OiBMjama (JOHEKIe 1
Ba)KHOCTH), CAMMM TUM MM je laTa U Ofjpe-
bena gpamarypuika ynora y OfHOCY Ha eTa-
IIe aKIMjCKOT TIopeTKa (a Koje ¢y Takobe ca
MambyUM WINM BUIIMM CTENIEHOM AMHAMMU3Ma
OJIBUjamba JpaMcKe pafbe).

I pamMcku TMKOBY IIpefcTaBbajy ogpehene
»CUTyanujcke purype’, OZHOCHO NMajy mpe-
nusHo oxpebene ,,cutyanujcke pyHkunje”
Yy OHOCY Ha PacIofieny JpaMcKe pafilbe 1o
(asama aKkIMjCKOr TOpeTKa. Y paHujeM Usfa-
ramy pedeHo je fa ce, uMajyhm y Bupy HuBo
TEKCTa ollepe-fpaMe, paMaTyplIKa ynora
IpaMCKOT uKa 6a3ypa Ha CBOjeBPCHOM OJI-
rpaBamy OfipeheHUX fenoBa gpaMcKe paj-
b€, a IIMPe TOCMATPAHO, HA YYECTBOBAbY,
y Mamwoj nnu sehoj mepu, y mpesentanuju
IpaMcKe uzieje u temMe. Y mberoBoM Kapak-
TEPHOM CKJIOIY yO4Y/bMBE CY OCHOBHE KapaK-
TE€PUCTUKE TNMIHOCTH, JOK Ce HEKU JPYyTHu
KapaKTepHU €/leMeHTU UCIIO/baBajy TeK Y
onpeheHnM gpaMcKuM cuTyanujama y Koju-
Ma nuK fenyje. Ibera Ha genosame mokpehy
APaMCKV MOTMBY IPOM3ALIIN U3 pasarama

njeje v TeMe Ha eTalle peannusalnje, jep CBaKOM JIMKY Ce Jofe-
byjy onpebene yiore, ogpeheHn ApaMcKu MOTUBY, @ IOCTIEN-
1]a TOTA je YCIOXIbaBame CTPYKTYPe CaMOT IpaMCKOT KapaKTe-
pa. IloueTHa paMaTypIlKa ylora JpaMcKOT KapaKTepa yoyasa
ce Ha IIPBM TIOTJIEN, a 3aTUM M MCIIO/baBa, IPBEHCTBEHO KPO3
IETOBY IO3UIIM)Y Y CAMOj CTPYKTYPU OIlepe-ipaMe U Kpo3
b€TOBO KOHKPETHO JIe/IOBalbe Y MY3MYKO-TPAMCKOM TOKY, &
IIOTOM ¥ KPO3 Her0BO ,,IATEHTHO  [IeI0Batbe, KPO3 CBOjeBPCHMI
yTucak o Moryhem nenoBamy, 13a3BaH KOJ, IIyO/nKe.

C mpyre cTpaHe IOCMAaTPaHO, APAMCKI KapaKTep y olepu
MOJKe MMATHU U IOHEKIIe M30/I0BAHY, YUCTO MY3UYKY YIOTY Y
OZHOCY Ha IOfpasyMeBajyhy fpamMaTypuIKy yIOTy ¥ LPaMCKOj
pafmby, IpY YeMy ce Ty IIofipasyMeBa MCTUIAlbe 3aHMM/bUBUX
MY3UYKUX [€7I0Ba, IPBEHCTBEHO ONEPCKUX aphja, XOPCKUX,
I/IECHUX U [PYTUX HYMepa, YuMe ce, 6ap HaKpaTKo, IPaMCcKu
KapaKTep IIpMKasyje y JEHTPY YMCTO MY3UUKE, a HE CUIKEjHO-
-aKLMjCKe cCUTyaluje.

IIpema r1aBHOj cucTeMaTU3aLMjy INKOBA y OIIEPU CXOJ-
HO BJUXO0BOj BaXXHOCTHU Y APAaMCKOj pafiby, U3BPLININ CMO
IIOfle/Ty Ha ITIaBHE U CIIOpeiHe IMKOBE, oK CMO IOfe/Ty IIpeMa
CTEeIeHY Ie/IOBamkba y APaMCKO]j pajiiby M3BPIIM/IN Ha: &) TNKO-
Be KOju Cy Hajuenthe 1 cTBapHU aKTUBHU TUKOBY; 6) TNKOBE
ca KOMEHTAaTOPCKOM YJIOTOM; II) TMKOBe KOji Cy Heo OILITe
atmocdepe. OBa mofena u3BpLIeHa je MMajyhu y BURY IPUKY
Tparefiujy, y Kojoj Cy IIOCTOja/y IIaBHU JIMKOBU — aKTUBHI
TyMa4M JIpaMcKe pafitbe U CIIOPe/IHM IMKOBY — KOMEHTATOPH,
u uMajyhu y Buny sutupamé6 (XBasocIes), KOjuM je godapasa-
Ha CBeyaHa aTMocdepa IpaMCKOT MOMEHTa.

BuaooBu roBopa

Bug rosopa (Redeweise) je BeomMa Ba)kaH Kao Ha4MH CaoOI-
mTaBama apamMmcke pajme.?® Huje cejenno ma nu he papmwa
6uTy nmpenpuyaHa (Ty ce MOXXe TOBOPUTHU O ,, MIHAMPEKTHOj
yno3u rosopa) unu he ce 5o we gohu gujamorom (,,gupexTHa’
ynora rosopa). Kako cmo fjo cafa mManu npuinke fa BUFUMO,
y TubpeTy Cy IIoCcTaB/beHN HIBOK ydelha TMKOBa y TyMadery
1 OfBUjalby BpaMcKe pajme. [Incan Mmoxxe okapakTepucaTu
CBaK¥ IVIABHU MM CIIOPEHM MK HETIOCPETHO — TaKo 1ITO he
JIMK TOBOPUTM CaM O ceOu, MIIN MaK, HOCPeRHO — TaKo 1To he
LPYTHU TUKOBU TOBOPUTH O HEMY.

U ca craHoBMINTA HAYMHA M3/IATaba IPaMCKe pajibe, CAMO
IEHO CAOIIITaBalbe TaKohe MoXKe O6MTU OCTBAPEHO JUpeKii-
HUM WU UHGUPEKIHUM TOBOPOM. [Jupexitinu io6op Ioxpasy-
MeBa [MjaJIoTU3Nparbe MMKOBA, OHOCHO PasMeHy YMbeHNIa
Koje JoBofe o crupoBobhemwa ApaMcke pagmwe. MHgupexitiHu
iosop TIpefCTaB/ba Ca3HaBalbe YMbEHUIA TTOMOhy mpenpu-
wyaBama forahaja xoju cy ce Beh goromunn, Koju ce eBeHTyaI-
Ho ymupaso gorabajy u koju he ce gorogurtu. Vimajyhu y suny
ynoTtpeby u edekar oBe [Be BPCTe TOBOPA ¥ CBAKOZHEBHOM
JKMBOTY, MOXKE C€ 3aK/bY4YUTH Jia je AMHAMUYHWUU UpeKiiHu
iosop, MoMoOhy Kojer ce fpaMcKa pajba MpelysHnje MpefcTa-
B/ba U HETIOCPEMHIIje OfjBIja Off OHE CAOIILITeHe UHGUPEKTHHUM
iosopom. IlosHaTo je ja mpuMepy NpBUX OIlEpa YKa3yjy Ha TO
fia CY, yC/Ief CTUIM30BaHOCTH IpaMCKe pajibe U beHe Mofpe-
benoctu mysuum, gorabaju 6unn ,npenpuyaBanu” momohy
IIPOJIOTa MU COMO-HYMepa, TOK Cy ce ca [mykoBoM pedopmom
omepe, Hafja/be, CETMEHTH IpaMCKe pafiibe ofBujany denthe
HeTOCPEeNIHO, a 0 mpouuinM forabhajuma HepeTko ce casHaBaIo
U3 AMPEKTHOT TOBOPA, OfHOCHO [Mja/IOLIKe CIIeHE.



JIukoBu y gpamu genyjy y Behoj unm mawoj Mepu, mpBeH-
CTBEHO KPO3 Pas/jIM4mMTa CLEHCKO-MUMMIYHA CPEICTBA U TUIIO-
Be FOBOPA, Ka0 LITO CY: 1. gujasnoi, Koju Moxxe OUTH pasiosopHu,
gpamattiutru, 60pbeHuy, geoCMUCTIeHU, N 2. MOHOTIOT V1 eroBe
BPCTE — UCIHOBEgHU MOHOIO, jaéHU 1080p, ,,a Hapiie”, Tiucma u
u3eeuiiaju.

1. Owjanor v kerose BpcTe

O pujanory, a y Besu ca IpeTXO/JHO HaBeleHNM BPCTaMa,
penntem u gpamarypr Emu lltajrep y cBoM Tekcry ,Ymehe
TyMadema“ usnaxe cinefehe munbemwe: Y gujanoiy, y gyrem
HAUSMEHUUHOM 1080PY U Y KPATUKUM CTAUXOMUTAUjaMA, pac-
upasma ce pro et contra. Jegan iutna, gpyiu ogiosapa. Jegan
ouiiyxcyje, gpyiu 6panu. Taxo ce y gpamu u Ha cygy HUB0 He
ipuxasyje, Heio my ce cygu.27

ITpema cucremarmsauuju gpamarypra B. Kpama, gujanoi
Moxe 6uTH pasiosopHu, gpamaitiuuru u 6opberu. Takobe, npa-
MaTyp3¥ TOBOPE U O JUPEKIIHOM, UHGUPEKTHHOM Y GEOCMUCTIe-
HOM JJMjaJIory.

Pasiosopru gujanol mpencTasba Hajuernhy Buuji roBopa Kako
y opamu, Tako 1 y onepu. Kopuctu ce y cBpxy komeHTapa,
OIHOCHO BMe Ce IPeTpecajy HpoLIn, cafauimby uin 6yayhn
norabaju.?® (Ha npumep. Ha mouetky BeGepose onepe Yapo6-
HU cilipeniay, KpO3 pPasTOBOPHY AMjaJIOT I0BAlla, Ca3HAjeMO KO
je y TOBy MMao HajBUIIIe yCIIeXa, Tj. KO je Hajborbu 1 HajCIIpeT-
HUjU 70Ball.)

Jpamaiivunu gujanol, mpe cBera Moce6GHUM HHTOHUPAbEM
pedn, M3HOCHU pasnuKy usMel)y M3roBOopeHOT TeKCTa U mero-
BOT cTBapHoOr cMucna. Kapaxkiiep gpamaitiuuroi iosopa jecitie
imiakae ga usmely xitiera U reiosol Clll8aApHOT yuuUHKA, UdMe-
hy weiosoi cagpiaja u obnuxa énaga ogpehena upoimuspeura
cyﬁpoﬁu—mcw.29 (Ha npumep, y onepu Xonanhanun nyiwianuya
TO je HeoOMuHM Aujaor usMebhy CeHTe U BbEHOTr BepeHMKa
- jellaH MK TOBOPH, a PYT'M OJirOBapa HEKOM BPCTOM IIaH-
tomume: Epuk uckymaba CeHTnny /py6aB u gobuja camo
IbeH YCIJIAXMPEHU TIOTIe]] IpenyH cysa, kojum Cenra Epu-
Ky 3aIlpaBO OfroBapa Aa je \buxoBa jpyb6aB Hemoryha. OHa He
Moxke fa npyxu Epuky py6as saro mro oceha ga mopa fa ce
XpTBYje 3a XomanbhaHnHa, OTHOCHO [a je heHa XMBOTHA YIIO-
ra fia crace MOpHapa Be4MUTOT IIPOK/IEeTCTBA.)

Bopbenu gujanoi uma, mak, akTUBHY YJIOTY — IIpefiCTaB/ba
CYKO0 UT'pe U CYyIIPOTHE UTPe LITO MOXKe JOBECTH IO IIPEeCY-
HIUX OfiTyKa Yy JPaMCKOj pajiiby, Kao U O T3B. HOCUBOT IIPU-
30pa — edekTHe cuTyanuje y gpamckom toky. (Ha mpumep, y
omnepyu Puenyu y Buille pyIMKa OMUCAHY CY KOH(IUKTH, CBa-
be Hapopa 1 nmIeMcTBa, MOCPEACTBOM XOPOBA KOjU VX IIpef-
CTaBJbajy.)

Jlsocmucnenu gujanol, Kako camMa ped Kaxe, yuyhyje kako
JIMKOBE KOjU [AMja/IOTU3Npajy, TAKO X peliuIIMjeHTa Ha BUIIe
3Hauema, OffHOCHO TyMauera HEKOT MOaTKa. 3a peLuIMjeHTa
je gecTo 3agjatak Gaut o a ,aura usmehy pemosa“. >’ (Kao mpu-
Mep MOJKe /la IOCTY>XM cuTyanuja gujanora CeHTe U HbeHOT
BEpPEHIKa, y KojeM OHa IIpeMa BepeHNKY He UCII0/baBa /byOaB-
HuuKa ocehama, anu My 1 He roBopu fa he ra Hamyctutu 360r
yK7eTor MopHapa. TakBo IOHaIllalbe YHOCK CYMIbY KOJI Bepe-
HIUKa, a PELUIINjeHTY, Koju je Kpo3 nmubpero umnak ynyheunu-
ju Ha morabaje gpame, ykasyje Ha pas/or TAKBOM IIOHALIAKY
I7ITABHOT >KEHCKOT JIMKA.)

Takobe 61cMo M3EBOjUIN jOIII 1BE BPCTE AMjanora Koje ce,
IIpe CBETa, OfHOCE Ha CTEeNeHOBabe JpaMaTu3almje paMcKe
panme. Y NUTawy Cy gupekiiHu i UHGUPeKiiHU JUjaIor.

Hupexiinu unu omieopenu gujanoi mox-
pasyMeBa OTBOPEH PasTOBOP Y KOjeM TEKCT
HeMa CBOj ,,IIOATEKCT, a Takohe unraarg
U/IN T7Ieflajiall He MOpa fia TPAXKM M He Hajla-
3u ,cmucao usMeby pegosa“. Unuu ce, nma-
jyhm y Busy MHOr06pojHe mpuMepe omepa
KPO3 MCTOPHU)jy MY3MKe, a je 0BO Hajuenrha
BpcTa aujanora. Kao meros JupeKTaH npe-
TeYa jaBJba Ce YUpasHuU 1060p, KOjU MOJpa-
3yMeBa Io4YeTaK fgujanora, obpahame jen-
HOT JIPAMCKOT JIMKa JIpPyTOM, IpU 4eMY Y
TOj CUTyauuju He Mopa gohmu u o ogrosopa
ApYyTOT IPAaMCKOT JIMKa.

Ungupexianu gujanoi ,npahen je mogson-
HUM CTpyjabeM pagme” (tepmus CTaHuCIaB-
CKOT) UK ,,ITOL-TeKCTOM (TepMuH Mejep-
xopaa). KonkperHuje, oBa BpcTa gujanora
MMa KapaKTep allCTPaKTHOT PasMUI/baiba,
NIPETEXXHO BE3aHOT 3a jaKe eMoLje.

Kao nmpumep Moxe fia ce HaBefie fiyeT
Opdeja u Eypunuxe, y kojeM cBaKy ZpaMCKu
UK 3a cebe, MaKO je y TOM MOMEHTY IpaMcKe
panme QUIMYKM Pas3gBOjeH Of OHOT APYror
(Eypupnuka je y mogsemspy MpTBUX, a Opdej
je y MICHjI IbeHOT 130aB/betba), ICTOBpeMe-
HO pasMMIL/ba O CBOjUM CHa>KHUM eMOoLMja-
Ma IIpeMa OHOM JIPYTOM.

Y ogrocy mysuke u itiexcitia, Kao KIby4YHI
KPUTEPUjyM 3a pa3BpCTaBambe BpCTa Auja-
nora (1 MoHosora) npeosnabyje emoTuBHM
(adexTrBHM) MOMEHAT, OHOCHO [OXXMB/baj
penumnujeHta gobujeH ogpehennm crnojem
TeKcTa U Mysuke. [TomenyTe Bpcre gujano-
ra Cy Mame WIM BUIIe JpaMaT4He, JOK ce
PasIMYUTUM MY3UYKUM CPELCTBIMA CTEIeH
mpaMaTudHOCTY oBehaBa MM ofpxasa Ha
nocrojeheM HUBOY [PaMaTUYHOCTH TEKCTA.
Y moMeHyTOM KOHTEKCTY My3MUKe Hafirpaj-
Ibe, HajMame JpaMaTU4aH je pasTOBOPHU
AMjaTIor Y KOjeM JIMKOBM pasMemyjy nHdop-
Malllfje Mamer ICUXO/IOUIKOT MHTEH3UTETa
Tj. Mamber JeroBama Ha ocehara pennmnuje-
ta. OBO je yjenHo u Hajuenrha BpcTa gujano-
ra, a uMajyhm y Buay xareropusanujy guja-
7IoTa IpeMa CTelleHy ApaMaTusaluje, HaMe-
he ce 3ak/pyuak fja ce pasroBOpPHM AMjayior
IIOK/Ialla ca paHuje IOMEHYTUM OTBOPEHUM,
Tj. BUPEKTHUM J1jaIOTOM.

PasroBopHu gujanor KapakTepuille Haj-
yenrhe ,,caracHOCT IMKOBA, LITO V¥ HEKY
PYKY, ROIPMHOCK MHEPTHOM JMHAMMUYKOM
KapakTepy Tor gujanora. Mysuduka cpefcrsa
Koja Haprpabyjy oBakaB gujanor mpBeHCTBe-
HO Ce T4y TeMATCKOT IJIaHa U 6asupajy ce
Hajuerrhe Ha paspaay MCTOT MM CIUYHOT
MOTMBCKOT cafpskaja (HIp. IOHaB/bambe U
Bapupare MOTIBA).

Y mysuukoj nagipagrwu gpamamiu4xoi
gujanoia YMHU Ce Jla Cy Pa3HOBPCHMje Bapu-
jaHTe OBOT Ipoleca, KaKo Ha TeMAaTCKOM
TaKO U Ha MeJIO[IMjCKO-PUTMUYKOM U Xap-
MOHCKOM I1aHy. [la 61 ce y 0BOj BpcTu guja-



JI0Ta IIOCTUI/IA ,, IPOTUBPEYHA CYIIPOTHOCT
usmeby ,, lberoBOr cagpskaja u 06nmka“ gpam-
CKU TEKCT YeCTO OCTaje HeJlopedeH, TOK Cy Y
MY3M4KOj Hafrpagmu ogabpaHor, cag Beh
y ogpebenoj mepu adexTuBHOT MOMeEHTa,
HajpIeKCUOMTHI)I U eKCIIPECUBHU)U eTle-
MEHTHU HaATpajiibe OHY Ha TeMATCKOM I/IaHy
(cyK0o6 pasnuuuTHX TeMa), Kao ¥ PasIuInTI
HOCTYIILY paspajie Ha KOHTPAIYHKTCKO-O0p-
KeCTpPAL[MOHOM ¥ XaPMOHCKOM II/IaHY.

Y mysuukoj nagipagrou 6opberol gujano-
ia, Kao cUTyaluje ,,Cykoba urpe u CynpoTHe
urpe’, YMHM Ce fa Cy ZOCTYIIHA U IOXKe/bHa
CBa My3MYKa CpefiCTBA HaATpafibe: IpeBac-
XOJHO Ha KOHTPAITyHKTCKOM U (paKTypHO-
-OpKeCTpal[OHOM I/IAHY, HOTOM Ha TeMaT-
CKOM, MeJIOJMjCKO-PUTMUYKOM, TOHAJI-
HO-XapMOHCKOM IIIaHY, OJHOCHO Ha CBUM
MY3UYKUM ITAHOBMMA KOjI1 CY BUIIE ,,[pa-
MAaTUYHU — CKJIOHM Pa3HOBPCHMM TPaHC-
¢dbopmarujamMa y UMby MOCTH3AMHA ICUXO-
JIOLIKe HAIIeTOCTU KOZ crylraona. Tako cy
CyK0b ,Mrpe U CympoTHe Urpe, Tj. pasnu-
YMTOr MOTMBCKOT MaTepujaja — ca ofpebe-
HUM CTeNeHOM paspaje, ToToM (paKTypHM
KOHTPACTM U HeCTaOM/THU TOHATHO-XapMOH-
CKU TJIAHOBY, BEOMa 4eCTH eJIeMEeHTH KOju
MOTY fia JOBefy A0 ,edeKTHe cuTyamnuje y
MYSHYKOM TOKY®, Kao LITO HIIp. paspaja
nujanouike cieHe cBabe noBoam o ,edexT-
He CUTYyallje y APaMCKOM TOKY", OHOCHO
mo fpaMckor kondukra. Kao agexsaran, a
4eCT IIpUMep MOLY fia ITOCTyXe MHOT0Opoj-
HY IPUMepH OIePCKe TUTEePAType y Kojuma
Cy KOHIMKTHe [ujalollKe ClieHe paspa-
hene xpo3 MMHUTALVHY TOCTYNaK paspaja
TeMa IPaMCKUX JTMKOBA.

HacymnpoT Beoma guHaMu4ky usgude-
peHIMPaHUM BpCTaMa [{1jajIora, Kao LUITo Cy
pasroBopHM (AUpeKTHM) 1 60pOEHN, IOMATIOo
HEjacHY Y/IOTy MMa IBOCMMUC/IEHN Jujaior. Y
IipaMu CMICA0 U3 OBOT THIIA ujajora Tpeba
TPaXXUTU »u3Mehy pemoBa“, Tj. XBaTaTu ,,y
Ba3nyXy CKpUBeHe MIOPYKe™, TOK ce Y My3md-
KOj HafiTpa/ilby OB3j JpaMaTyPIUKM IIOCTY-
[IaK MOXXe KPUTH ¥ ,,TAXXHUM perpusama
y UUKINYIHOj GOpMIU, MU Y HEZOBPIIECHUM
I/TaCMaHMMa TeMa, ¥ MPeIINTahy MOTUB-
CKOT MaTepujaja, y He[JOBPLUICHNM XapMOH-
CKMM 06pTMMA UTH,

BeoMa cHa>KHOT JMHAMMYKOT IIOTEHIIMja-
J1a je MHAMPEKTHM JMjajiorT, KOjU MMa ,,KapakK-
Tep aICTPAaKTHOT pa3MuIL/barba‘ U Be3yje
ce 3a CHa)xHe emonuje. YuHM ce 1a oBaKaB
Aujasior ABoje Jby AU y CTBApU Marbe T4 Ha
AUjajor, a BULIE Ha MOHOJIOT, jep je CBaKu
JIMK Y CBOM aIlCTPAaKTHOM CBETY M M3JIaXKe
CBOjeé allCTpaKTHE MUC/IM Ha UICTY, 3ajeJHN Y-
Ky TeMY KOja UX je ,,cItojuma’ y Toj LpamcKoj
CUTyalluju, I1a 3aTO, Y HEKY PYKY, OBaj AiMja-
JIOT OYNbe A IMYY Ha CMEHY MOHOJIOTA f1Ba
nuKa. Y My3sr4uKoj Hairpajiby MHAMPEKTHOT

[ujajora off MySUYKUX CPefiCTaBa 0/asy y 0631p CBAKO Cpefi-
cTBO KojuM he ce ucrahm anctpaktHa Be3a, any u ICUXOMOIIKA
npenpeka usMmely mukoBa: HaM3MEHNYHO U3JIATakbe, A/ U
IpeKIaname JBe TeMe, OMTeKCTyaTHOCT, HOMUTOHATHOCT U
Apyra Mysudka cpefcTBa Kojuma he ce moctuhu xe/penn cre-
neH gpaMatudHocTy. [Ipy TOM UCTHYEMO [a HUje Y MUTabY
[OCTHU3akbe IPAaMaTUIHOCTH KOja je CKopo dusnuKa (KakBa
KapakTepuille 60p6eHI AMjanor y KojeM ABa NMKa YITTaBHOM
»Patyjy, cBabajy ce...“), Hero mocTu3ame YUCTO eMOLMOHATHE
IPaMaTUIHOCTH Cafip>KaHe KaKo y IMCUXOMOLIKO-eMOTVBHOM
LOXXVB/bajy IMKOBA y OIIEPU, TAKO U Y IOKMBIbAjy CAMUX CIIy-
IIaala onepe.

2. MoHoror 1 heroee BpcCTe

Momnonoi je BuE roBopa KojuM miucar, momohy camMo jegHor
L paMCKOT JIMKa, CAOIIITaBa ofipeheHn mneo mpaMcke pafibe.
KapakTepuctnyaH je mo Tome IITO y leMY HEIIOCPEHO yue-
CTBYje caMo jefjaH ;paMCKI KapaKTep, a/li O TOM JIelTy paMcKe
pajby casHaje jefHa VI BUILe TUYHOCTH, Ty6nuka. Vimajyhn
y BULY HMBO [TOBE3aHOCTH JPaMCKOT TEKCTa U My3MKe, BUIIIe
mpuMepa oIepa IOKa3ajo je fa Mysuka 60/pe QyHKIMOHMIIIE
Yy MOHOJIO3MMa Hero y AnjanosuMa. IIpsa BaxkHa cTBap je na je
MOHOJIOT MHOTO IIOBEpP/bUBUjI 1 UCKPEHNjU OONMK TOBOPA OF
pujanora. Ilo cBoM cMuCITy, MOHOJIOT j€ IIOBEP/BUB PasrOBOP
JIMYHOCTH Ca CaMOM Co60M, 6e3 NKaKBUX CBeflOKa. Y CYIITH-
HM, TO je IJIACHO PasMUII/balbe, IITO Y CBAKOJHEBHO] IIPAKCH
HUje Tako Heo6MYHO. 3aIpaBo, Y CBAKOLHEBNULN je yecTa dop-
Ma ,yHyTpalmber MoHomora" (kaga 4oBeK y cebu, pebe Harmac,
ImpudYa caM ca co60M), a IeroB CTelleH BaXKHOCTI MOXKe [ ce
MepH caMO Y OZHOCY Ha 000y KOja MOHOJIOTM3MPA, Tj. ¥ OHO-
cy Ha ebeKTe KOju C/lefie M3a MOHOJIOTA. Y IO30PUILTY, MaK,
caMa JCIOBECT je HemocpefHo yuyhena riegaony. 3amnpaso,
3a IpaMaTrypra 1 oIepcKOT PefuTes/ba, MOHOJIOT je KOPUCTaH
MHCTPYMeHT ToMohy Kojer ce I/Iefaoly U CAyIIaoly Ipenpu-
JaBa, objalImaBa MM UCTIYe HEKI [1eo [PaMCKe pajmbe.

Ocum cuxea omnepe, NaXKby pelUIIUjeHTa OIepe HajBUIIe
HIPUBJIa4M OIIEPCKH I71AC KOji Ce HajOosbe peannsyje Kpo3 apu-
jy — MoHOJIOr. [IpaMCKu KapaKTep CBOjUM MOHOJIOTOM-apu-
joM akTHUKM MCKasyje cBoja ocehama (3ampaBo ce UCIIOBe-
Ia my6mmim moBoKoM cBojux ocehama, cTpaxoBa, IIaHOBA 1
Kesba). [Ipy TOM ce Taj onepcky eBay TPYAM Jja CBOjOM MUMU-
KOM 1 CLIEHCKMM IIOKPETOM jOII BHUIIIE loYapa [yIIEBHO CTabe
JIMKa Koju TyMadu. Huko ra He mpekupa — Mysmu4uka MIcao ce
JIOTMYHO IPeACTaB/ba U Pa3Byja, a MY3SUUKIM CPEICTBMMA Ce
MOTLPTaBa 3HAUEHE TEKCTA, Tj. JO4apaBa ce XKe/beHa ailiMoc-
depa nnu kapaxitiep ucmoBectu gpaMckor nuka. Kaga cy 'y
UTaBky AMjano3n, OHU ce Hajuelrhe KopucTe y omepu fa 6u
APaMCKM KapaKTepy pasMeHU/IM KOHKpPeTHe MIC/IH, YCIIO-
CTaBU/IM HEKY BPCTY KOMYHMKall¥je U IIpenpuyay ojeuHe
morabaje, a moBpemeHO u fja 6y OmMcaau U3BECHA eMOTHBHA
CTama.

Opamatypr Jb. Hoknh, nusmeby ocrasnor, y Besu ca moHOMO-
rom rutupa crnegehe peun dennja Quapoa: Mano je ouwiniux
ipasuna y gpamcxoj ymetinociiu. Mehyiium, eso jegHol ipa-
8UTIA KOME ja He 3HAM U3Y3elllKa: O je UPasuno upema Kome je
MOHOO1 UpeHYAaK ogmopa 3a pagry, a WpeHyiak Hemupa 3a
gaitio nuye. To je WauHO YaK U 3a MOHONIOI KOjUM HEKU KoMag
wouurwe. Ilpema itiome, axo je iiaj MOHONOI MUPAH, OH ipeuiu
Upoitiue ucitiute ga 4osex cebu i080pu jeguHo Kaga je y citiarsy
y3pyjanocidu; axo je gyi, ou ipewiu upoiiue upupoge gpamcke
pagroe Kojy cysuuie gyio 3aycinasmna.’!



Y npamn, Kao u y )XUBOTY, YeCTa je IojaBa T3B. Hepeasiu-
ciliuuHoi (ucitomeroi) mononoia. To ce OGHOCHU Ha IJTACHO pas-
MUIIbatbe, Ha TOBOP TMIHOCTU CaMe ca CoO0M, IIoACMeBatbe I
Ha Jipyre CUTyalllje Koje Ce peayHo JellaBajy y XUBOTY II0je-
IMHIIA, a/IU HUCY Kao TaKBe CBAKOJHEBHE U yoOu4ajeHe.

y OMHOCY leKciia Hepeanuciiu4Hol MOHO/I0IA, OTHOCHO
MOHOJIOTA TZ€e Ce ,ITaCHO pasMUII/ba‘, Tj. I[ie peasHo HeMa
Ipyror u3Bopa nHpoOpMalyja 3a CAyLUIA0La, U FberoBe My3NUd-
Ke HaJrpajik-e, IpeoB/iaZiaba KOMIIO3MIIVIOHA Uieja O 3a0KPY-
>KEHOM TUITY MY3UYKOT U3/IaTarba, II0ueB of GOpPMU HIKeT
pefia o OHUX BUIIET pefia (MIIAK Ce YMHM, HajBuIle o popme
IecMe, OJHOCHO Y OBOM C/Iy4ajy, apuje). CympoTHO TOMe, ¥
peanucimiuuHuM MOHO03UMA PAMCKA pajitba je CaolllITeHa
HEKVMM BJJIOM UHTEPTEKCTA, OTHOCHO, MaTePUjaIHO IIOCTOje-
hum nokasHuM MatepujanoM (ducma u u3sewsitiaju) U Ipey
JKIBUM CBeJOLMMa MaKap 1 He JUPeKTHO buMa (jasHu iosop,
»a tapitie”). Tume ce ucTude BaXXHOCT Cafprkaja uspedeHe
HopyKe — 0614HO je To omuc gorabhaja koju ce HIje ZUPEKTHO
OJIBMjao Ha CLIEHMU, aJIM KOjU YIIOTIIYIbYje YKYIIHY C/IMKY JpaM-
CKOT TOKa. Y OIIepCKOj ITPAaKCK OBO je 9eCT Ha4MH CaolIITaBa-
Bba IpaMcKe pafibe, Kao U Y CBAKOIHEBHOM >KMBOTY (pasHu
U3BEIITajI, Ipude .y HoBepewny nTH). O UHTEPTEKCTY Kao
HauMHY CaolIITaBama ApaMcke pajame JKepap XKenet nuire:
Wniniepiiiexciti je uuitiaoueso tepyuiiuparee éesa usmehy gjena
u gpyiux gjena xoja my upeinixoge unu ia cnujege.>

Teopernuap gpame B. Apyep cmaTpa ma cy fucma u usse-
Willaju usacnanuka u loéepeHuxa y ipaMu Uy orepu pasyin-
4YUTe BPCTe peanucitiuttol moHonoia. OH 0 MUCMY MUIIIe Clie-
nehe: ITucmo uma iwiperyitino objexitiusHo iocitiojarve. Peuu cy
obpasosane y ceectiiu Kapaxitiepa u ilipebda oueKuUsailiu ga oxe
6ygy ucilomeHe 4ax u ako ux inymay, He UCHUCYje HA XAPTTAUJU....
Omo je, y ciisapu, geo gujanoia komaga, camo witio je cy4ajHo
neuyjan. Momnonoi, ¢ gpyie ciipare, Hema peanno wociiojarve.
To je wucitio sewiiauxa 3ampuieHoCii MOTUEA U eMOYUja KOja
y gesetul culyiitbesa 0g geceii, He HOCTHAje jacHa YaK HU MO31y
u cpyy becegruxa.>

IMucma u ussewiniaju usacnianuxka u osepeHuxa Bpno cy
4eCTM BUIOBU MOHOJIOTA, KAKO y OTEpPH, TAKO 1 y Apamm.>?
OHu penunujeHTa 06aBelITaBajy o 30MBamIMa U3BAH Clie-
He. OBaKBY BUIOBM CAOMNIITaBakba MPUCYTHN CY jOII y IpY-
KOj Tparefujiu, a IOTOM I y L1€JIOM €BPOIICKOM K/IaCUIIU3MY.
(Kao npumep naBeuthemo onepy Cesusmcku 6epbeput y Kojoj je
MICMO Ba)XXKHO CPEICTBO CAOMINTaBaba PaMCKe pajibe.)

JasHu iosop y npamu Hajueurhe ogpasyMeBa HO3LPaBHY ped
HeKor of] T1MKoBa. Ha clieHu ce yecTo KOpuCTY ca HAMEPOM J1a
ce 3a1061jy cumnaruje mybanke.

LA tapiie unu iogop .,y cilipany“ HoTuYe 13 BpeMeHa aHTU -
KOT [I030PMIITA U IIPOTEXe Ce KPo3 PPaHIIyCKYU MTO30PUIIHY
KJIacMLIM3aM y TparefjamMa 1 KoMmenujama, kao u kop llexcrn-
pa, cBe 1o MopepHor foba. OBa BpcTa roBOpa CyKIIECUBHO je
IIpEHeCeHa U Y OIepy, TaKO Aa CY 4eCTU IPUMEepPH I7ie MojeTHN
JIMKOBU (4€CTO M XOp Kao KOMEeKTUBAH JIMK) I1eBajy ,,y CTPaHy .
Hajuemrhe cy To kpaTke HamoMeHe Koje Tpeba Aa 4yje camo
ny6nmKa, a He M Apyra auia Koja cy TpeHyTHO Ha cuenn. Llum
TOTA je fja ce IyO/MMIM OTKpHje MIN IojacHu ofgpebern gpam-
CKM CETMEHT, a YeCTO je IIU/b 1 []a Ce U3BPTHE PYITY, HOACMEXY,
AHTATOHMCTA MM HEKY HeT0B MocTynak. O MOCTYINKY ,[0BO-
pay crpauy“ y apamu gpamatypr Jb. Hokuh nuure He Tako
noxsasHe peun: [060p y citipany HeilogHOULbUS je 3a1i0 WiHio 1a
He uyje gpyio nuye Ha cueHu: ox épeha PusuuKy 6eposailiHOC.
C gpyie citipare, MOHONOT KOjU Ce CLYy4AjHO 4yje HellogHOULTbUE
je 3aitio witio ce uyje. OH ce gpxcu ipanuua Pusuuke 6eposaiii-

HOCTIU, AU YUHU CMEUHUM C8AKO TIOTUUHO
u3sutrberbe 3a MOHO/IO0L, Haume, OH Upegcilia-
8/ba UCTIO/bABAbE MUCTIU KOfe U y cilisapHo-
citiu ocitiane Heuspaycere.>

Ipyra Bpcra ,,;oBOpa y CTpaHy" Be3aHa je
3a KOHKpeTHe JIMKOBe Ha CLIeHI: Ty Ce UpPO-
HU3UPAbEM ,y CTPaHY" UMa 3a [[1/b A TO
MPOHM3MPambe Uyje U IMK KOjeM ce TofCcMe-
XYjy, a KOju je Ha ClieHy, YnMe O n3a3Banu
KOJ e ofipeheHo pearosame.

Ynpkoc mumbessy Jb. Hoknha, cmarpa-
MO [ia 32 ,TOBOP y CTPaHy" MMa OIpaBhama,
II0Y€eB Off CTApOrpYKe Tparefiuje y Kojoj je
TaKaB IOCTyIaK II0CTOjao, 11a CBe JI0 OIepe-
Apame. Y CTapOrpyKoj Tparefuju Xop je, Kao
[IeBaYKO Tesmo Oe3 [paMcKe y/IoTe, CTajao ca
cTpaHe u mpenpuyaBao porabaje mnm, mak
U3PULATIO eyl MOYKe, TOK Ce Y Olepu-fpa-
MU ,,TOBOP V CTpaHy" Ha/lasm y peanrnucTud-
HOM OKPYXemy, Tie APAaMCKI KapaKTepu,
Hajuenrhe 130/710BaHM Off AUPEKTHOT MeCTa
oflBMjamba ApaMCKe pajibe, ca CTpaHe [ajy
M3BECHE KOMEHTape O 10j. Y CBaKOM ClIy4Ya-
jy, CYLITHHA je ucTa — fja ce mybauuu objacHe
IOje;UHY CETMEHTH IPaMCKe pajbe.

Bugosu iosopa y gpamu y ogHocy Ha 8ugo-
8e iosopa y oilepu — Y OIEPCKOj IUTEPaATypu
JecTe Cy I0jaBe MOHOJIOTA IIPEKO YUTaba
IycaMa ¥ U3BelITaja OCyTHUX IMKOBa. Y
MYy3U4KOj Hagipagreu MOHOMOIA UPeKo Huca-
Ma U u3eewitiiaja YMHY ce JTOTUIHOM 3a0-
KPY>KEeHOCT Ha IJIaHy Makpodopme, Kao
U Ha IVIaHy MUKpodopMe (IpeBacXogHO
Ha MOTMBCKOM IIJIaHY), ZOK Ce 3Ha4ajHU
MOMEHTH TEKCTa, OffHOCHO MeCTa ca 1moceb-
HVIM IICXOJIOIIKMM 3HadYeeM, Mory ucrahu
IIPBEHCTBEHO Ha TOHATHOM M XaPMOHCKOM
IUTaHY, Kao ¥ MPOOpaHUM AMHAMUYKIM 1
arOTMYKUM CPELCTBUMA.

Jaenu iosop, kao Hajuelrthu Bup mosgpa-
B/bamba, Hajuelthe ce jaBpa y BuAy Kpaher
TeKcTa BeoMa ofpebheHor cmucna u mopyke
(najuenrhe mosgpaBHOT KapakTepa). 360r
TOTa Ce YMHU [a U My3MYKa Hafrpajiiba Ha
TEMaTCKOM IIJIaHY He 61 Tpebasio fa mpeBu-
1Ie ofyAapa off TakBor obpacia, e ynyhyje
Ha je[lHOCTaBaH MY3MYKMU TEMaTCKU IIaH
KOjU MMa JIOHEKJIe 3a0Kpy>KeH (popManHu
TOK, Haj4elrhe Ha penaTnBHO HIDKEM dOp-
MaJTHOM HUBOY (y OJHOCY Ha KJIacH4YaH
MOHOJIOT, Ha IIPUMep), Kao 1 Ha jeHOCTaB-
Ha U He [IPeTePaHO ,,JpaMaTiIHa" My3nuKa
CpeficTBa Ha TOHATHO-XapMOHCKOM IITaHY.

Tosop ,a uapine unu ToBOp ,,y Clipamy’
YUHM Ce Ja je 3aCTYyI/bEHUU Y MIO30PULITY
(1 To wenrhe y omepu Hero y fpamu) Hero y
cBakopHeBHOM X1BOTYy. Kako je Beh o6ja-
IIEHEHO, I{//b OBE BPCTE ,,TajHOBUTOT TOBOPa
je la ce M3a30BYy eMoLMje KON JPyToT IMKa
(omHOCHO onpebene peakumje — KonebpuBe
MUCTH KOfi ny6/uke). Y My3udkoj obpanu
oBa BpcTa ToBopa ce Hajuerrhe ogpaxkaBa

<



y kxpahum dpopmama, IpBEHCTBEHO MPEKO
paspage TeMaTCKOr Marepujana (fepee,
Bapypame, IOHAB/balhe U CAXKMMAe MOTH-
Ba), Ka0 U IIPEKO ,,ZOBO/PHO JPAMAaTUIHOT
TOHA/THO-XapMOHCKOT II/IaHa, Tj. Ipo6paHor
XapPMOHCKOT je3MKa Ha MOCeOHNM MeCTMMa
»Ca UICTAKHYTUM JPaMCKUM 3HaderbeM .

Mo>xeMO 3aK/bYUYNUTH [a je Y ApaMy IIpu-
MeHa MOHOJIOTa Be€3aHa HEPETKO 32 eMOLIM-
j¥, OIHOCHO YHYTapma IICUXMYKa CTakba
OPaMCKIX KapaKTepa, OK je IojaBa fuja-
JIOTa 4eCTO Be3aHa 32 Palllo, OJHOCHO KOH-
KPETHO CaolllTaBambe JpaMcke panmwe. C
Apyre CTpaHe, [IMja/IOUIKY KOHTAKT je BeOMa
BaxkaH. [lujasor Moxxe 6uTH 061MK TOBOpa
Koju je, y ompeheHuM fpaMcKuM cuTyarmja-
Ma, IPUTO/IaH 3a pa3BUjarbe IOTEHIMjaTHOT
cykoba, jep Takobhe 1Ma CBOjy CHa>KHY eMO-
TUBHY CTPaHY KOja ce, y ’beTOBOM CJIy4ajy,
UCTI0/baBa y PasroBOPY /iBe MM BUILE JJpaM-
CKMX TMYHOCTH.

Mouonorom ce Hajuelrhe gomymwyje u
objaimbaBa OjefMHI CETMEHT APaMCcKe paj-
b€, KOjU je MIPETXO4HO IPUKA3aH ITTyMOM,
OJJHOCHO ITAHTOMMMOM, MJIM j€ CAOMIITEH
pujamorom. Pasjor oBakBOr mocMaTpama
je Taj LITO, 32 pa3lIMKy Of JMjaora KojuM
Ce CaoNIITaBa KOHKPeTHa JIpaMcKa pajiiba
WY H>€HU JIeTIOBY, MOHOJIOT IMa M3PasKeHY
»EMOTUBHY IPUPOLY", Koja ce obpo moBe-
3yje ca MY3MKOM, jep My3MKa BUIlI€ KOMYHM-
I[Jipa eMollyjaMa Hero ,KOHKPETHMM 3Haye-
mumMa“. Takohe mocroju nsBecHa aHanoruja
nsmeby ,HepeanncTUIHOCTU  MOHOJIOTA U
IIeBaHe JpaMe y LieJIMHH, jeP U jeJHO U PYTO
Ha CTU/IM30BaH Ha4MH IPUKA3yjy )KMBOTHA
felllaBarba, CTaBOBE U eMoLyje.

MNpo3a - noesunja

Vmajyhm y BuURy mcropmjcke CTumoBe
mucamwa KoMaja, reHepanaHo npumehyje-
MO Jia Cy BAafajyhu mpogyKumonn Mogenn
oppebuBanu ga mu he reo komag 6ty nucan
doeitickum wivt dposnum iexciiom.>® Ilex-
CIMpPOBE JlpaMe CBAKaKO CY Haj/IelIn Ipu-
Mep IOeTCKMX TBOPEBMHA KOje Cy 030pu-
LIHO IOCTaB/beHe. Y MOJEPHOj, CABPEMEHO]
IIO30PUILHOj IPAKCU JOMUHUPAjy IPO3HU
TEKCTOBY, JOK IIOjeIMHY MUCLY Ipuberapa-
jy moeTusaluju caMo ieJioBa fipaMe, YnMe je
ocBexxaBajy u oborahyjy. Camo kopumrhere
BPCTe TEKCTa YeCTO je 3aBMCUTIO U Off y/iore
JIMKa y CaMOj CTPYKTYPU ApaMe.

IlosHaro je ma je y rp4Koj Tparefuju, Kao
U y ollepama ,KaMepare®, Koje Cy >Kejiefe fa
OXXIBE CTapy I'PYKY Tpareiu;y, eBaHM TEeKCT
6110 OeTCK, jep je To 6uma cTBap BIagajy-
her ymerHuuxor ctuna. ITorom, y onepama
MouTteBepauja, [myka u BpeMeHCKM 61K ux

crnenbeHNKa, yOUuIn CMO Jia je Iiefa olepa CTU/IN30BaHa [0eT-
CKMM TEKCTOM, 6e3 0631pa fa i Cy Y IUTA’kY peaTucTuIHe
IMjajIoLIKe CIieHe VI Cy Y IATalby HOCeOHM MY3MYKIL MOMEH-
TU - apuje, Ha mpumep. Ox MonjapTa Hafabe, COMUCTH Cy CBe
BHLIE Y AMja/l03MMa IIPEYy3MMay IIPO3HM TEKCT, JOK Ce PUMO-
BaHM, MOETCKM TEKCT 3afip>Kao y apujama, f[yeTuma 1 Jpyrum
HyMepaMa KOjuMa Cy MICKasuBaHe II0jeINHaYHe eMoLiyje.

Y omepama 18. Beka, OCMM IOjeIMHAYHMX APAMCKUX KapaK-
Tepa, X0op je Takobe MOCTa0 APaMCKM KapaKTep ca CIOPeTHOM
IPaMCKOM y/IOTOM 1 Hajueinhe ce [0jaB/bMBA0 KaO0 KOMEHTa-
TOp ApaMcKe pajme, ImeBajyhn kpaTrke KOMEHTape 3ajefHO ca
COJICTOM KOjJ je MMao IOEeTCKY TEKCT, WX je TaK, Y GyHKIuju
IpaMCKUX Ky/JCa, IeBao TeEMATCK HE3aBUCHY, fipasy ilecmy ca
MOETCKMM TeKcToM. Kpo3 ncTopujy onepe BaXXHOCT IPaMCKOT
TeKCTa OMBasa je CBe U3PaXKeHMja, Te je, pagyu 3aHUM/BUBOCTHI
CaMor Jiefa, TEKCT ollepe KOMOMHOBAO IIPO3Y Ca MOe3jOM.

KoMmnosuTopy HallMOHa/THUX IIKO/IA XKeJIeNN CY Jla OXKMBe
HapoOJiHe TEKOBIHe, I1a Cy KOPUCTU/IN MudpeTa ca TeMaMa U3
CBaKOJHEBHOT )XMBOTA Y CeJTy MIN HEKOj CIMYHOj 06/macTy, ca
o6u4ajuma TOr MecTa I, IIpe CBera, ca IIUTaTIMa Hal[MIOHATHIX
MeJIofyja, Tj. HAPOJHUX IlecaMa. Y OBMM OllepaMa 3alakaMo
7ia je TIOeTCKM TEKCT NPUCYTaH CaMO y IMTATHMa HApPOTHUX
IecaMa My IIecaMa y HapoOJHOM IYXY, Kao U y T0jeINHaYHUM
apujama u gyeTmma, fOK je Behu meo Tekcra y omepu (mpete-
JKHO y AMjanosnMa) JaT y IpO3HOM BUAY. TuMe je KoMIosu-
TOP HaIlpaBIO Pas3auKy n3mMely rexcra Koju neBajy conucr, a
KOjU allpMOpY IIPENICTaBI/ba €0 JMjaIora, Off TEKCTa CafipiKaj-
HO He3aBMCHe HyMepe — IIpaBe necMe. 1a HesaBUCHA HyMepa
4eCTO je YMETHYTa U3 IeKOPaTUBHUX PA3JIOra, a He 3aTO ILUTO
je CBOjOM TEMATMKOM Y TeCHOj Besu ca forabajem xoju ce oxBu-
ja. OHa je peanucTMYHA OHONMKO KOMHUKO je MU BUAUMO, Tj.
KOJIMKO Tpaje, a 300T cBOje HeMOryhHOCTH [ja TOKpeHe caMy
ApaMy, OHa Herfe y cebu HOCHU eJIEMEHT ,,HepeanmnCTUIHOT .
OBakKBMM HOCTYIIKOM KOMIIOSUTOP CTBapa KOHTpacT usMebhy
peanucTu4He gujanollKe CUTyalluje U CUTyaluje y Kojoj je
TEXMIITE Ha CLIEHCKOM eIEMEeHTY, OUJIO [ia je Y IUTamby IHecMa
WY TI7IEC, YMMe NOIPUHOCK YKYITHO]j paMaTUYHOCTH TOKa.

3axpyurhemo 1a je BpeMeHOM, KPO3 MCTOPH]Y OIlepe, BPCTa
TEKCTa I0CTaJjla jeflaH Off paMaTypIIKUX NMHCTPyMeHaTa KOju-
Ma Cy ce fudepeHIpanu BaXXHUjU OF Mambe BaXXHUX MOMe-
HaTa y OfBUjamy gpaMcKe papme. Hajuenrhe nojase moetckor
TekcTa (61710 [a je y mUTaly KIacuuHa, OMIO [a je Y MUTakby
¢donknopHa Bepcudukanmja) — mecMa 1 Urpa npefcTaBba-
jY MY3U4YKM MHTEPMELIO, YKPAC, JOJATaK Off KOjer He 3aBUCU
ofBMjame ipaMcKe pajme. CyIpoTHO TOMe, OfiBUjatbe ApaM-
CKe pafme Hajuelrhe je peannsoBaHo HapauyjoM, OLHOCHO
po3HuM ropopoM. Ilecma u urpa npepcrasibajy Ipasy 1ecMmy,
HACyIIpOT IIeBaHOj pe4y Ha KOjoj ce TeMesby caMa orepa. Ha
OBOM MeCTy O6MCMO MCTAKIIN [ja IOf] IIPaBOM IIeCMOM IIOf;pasy-
M€BaMO MY3MYKM Y30PpaK KOju je HaCTao ¥ II0CTOjao BaH olepe
U HE3ABUCHO OfI Bhe, a KOjU je yTKaH y KoHTeKcT omepe.®’ To
je mecma (1171eC) KOjy IeBa COMUCTa Mnn xop (urpa ancamon),
a Koja je GopMaIHO 3a0KpyXKeHa M UMjU CafpiKaj MOXKe Ja ce
U3BaJIM U3 KOHTEKCTA omlepe. Y TOM CMUCTTY, aHa/IN3e Cy TTOKa-
3ajie #a ce mpasBe mecMe Hajuerthe Hanmase y pyHKumjn onm-
CMBalba MM MOAPKaBama faTe arMocdepe gpamckor Toka. C
Lpyre CTpaHe, OHe MOTY OMTM I/IaCHPaHe y OIepU U TaKo fja
roBOpe AMPEKTHO O aKTyeTHUM 30uBamuMa (Kao fja cy 3a Ty
IPUINKY CIELVjaTHO IIICaHe), OGHOCHO TaKO A Y HbJMa TUKO-
B J1ajy CBOjeBPCTaH KOMEHTAp HEKOT Jie/la [paMCKe pajiibe.

Besa sugosa iosopa/krouscesnol jesuxa u gpamaimiypuiKux
ynoia gpamckux xapaxivepa y ovepu — VI3 mpeTxogHe Knacu-



¢dukanmje v aHaIM3€e BPCTa FUjasiora ¥ MOHOJIOTA 3aK/bydyjeMO
f1a, y OBHOCY Ha CBaKOZHEBHM KMBOT, OIIEPCKM XKaHP IMpysKa
BUIIe MOT'YhHOCTM caomIITaBamwa fpaMcKe pajiibe, IpUKasu-
Baba eMOTMBHUX CTPaHa IMYHOCTY 1 forabaja, kao u cTBapa-
ma ofpeheHnx yrucaka u nnysuja kog cnyuranana. CBaku of
HaBeJIeHNX BUIOBa ToBopa uma oipebheny ynory y caommurra-
Bamy ApaMe, a KOMIIO3UTOP ce oIpefie/byje 3a BpCTy rOBOpa
IpeMa eKCIIPeCHBHOM HIUBOY TeKCTa Koju he 6uTy 13roBopeH,
OfHOCHO oTmeBaH. CaMMUM TUM LITO Cy HeKe Off IIOHYheHnx
BapuUjaHTU peaHO y PeTKOj CBaKOZHEBHOj ynoTpebu (HIp.
,TOBOP Y CTpaHy" Mnn ,,MHAUPEKTHU  [MjAIor), IUXOBY I0ja-
By y omepu Tpeba mocMaTrpaTy ca moceOHOM makxiwom. [lpu
TOM, C jef{He CTpaHe, Tpeba MMATH y BULY HOTPeby KOMIIO3M-
TOpa Ja IpUMeHN ofpeheHn Bz roBopa, a ¢ Apyre, fa fpaM-
CKM KapakTep Koju Ha noce6an HadymH roBopu (meBa), uMa u
noce6Hy ApaMaTypIIKy YOIy ¥ APAaMCKOM MOMEHTY OIlepe.
JyHaMu3aM caoIlllITaBamba U OfiBYjaiba JpaMCcKe pajiibe 3aBI-
CU Off [PaMCKUX MOTHMBA Koju mokpehy apaMcku Kapakrep,
a/mM eKCIPEeCUBHOCT U ICUXOMIOUIKY Haboj APaMCKOT TOKa,
Kpeupame ogpehene armocdepe y K0joj ce ofBuja fpaMcka
pafmba, Kao U Kpenpame CBOjeBPCHOT CTIU/IA M3/Iarama Ieo-
KyIIHe oIlepe, 3aBJiCe IPBEHCTBEHO Off BPCTe /iUjajiora I MOHO-
JIoTa, Kao M Off caMe BPCTe KIbJKEBHOT je3uKa (IIPO3HOT MIn
PYMOBAHOT, Tj. IIOETCKOT).

Crora je ;paMaTypilKa yiora CBakor nuka y omepu (6umo ga
je y IMTamy COMMCTA MM XOP Kao KONMEeKTHBHY JIMK) JOHEKIIe
CTMIM30BaHa HAYMHOM TOBOpa Koju rnpeosnabyje y ierosom
Ie/IOBaby Kpo3 orepy. Moxke ce TOTMYHO MPETIIOCTaBUTH A3
he gpaMcku xapaxTep, Koju MMa IPBEHCTBEHO PEATNCTUUKY
IpaMaTypIIKy YOIy Y CAOIIITaBamby JPaMCKOT TOKaA, IpeBac-
XOJHO [IeJIOBaTy pasTOBOPHMM U JPYTMM BpcTaMa AMjajora,
nok he gpamckm nuk, umja je [paMaTypluKa yaora BesaHa 3a
UCIIOJbaBame U TyMadele MOPa/HUX M eMOLMOHA/IHUX Cafip-
JKaja YOKBUPEHUX Y LIe/IOKYIIHY UJejy-TeMy OIlepe, 4eCTO CBOoja
pasMull/batba IIACUPATHU ITyTeM MOHOMOrA. JIpaMcKu MUK
KOji1 y ceOM cafp>Xyl TIOKPeT/bUBHjY, AUHAMUIHNU)Y ApaMa-
TYPIIKY y/IOTY (HIIp. JIMK Ca JpaMaTypLIKOM y/IOTOM XKeIMoLa
WM Ca yZIOTOM IIPOTMBHMKA ITIABHOT JIMKa UTH.) CBaKako he
4eCTO MCIIO/bABATH CBOje KapaKTepHe 0CcobOuHe 1 aMbuiiuje
KpO3 T3B. IUPEKTaH TOBOP — NMLIEM Y JINLie, 4eCTO y eHeprud-
HUJjUM BpCTaMa Jujasora — JpaMaTuvauu u 60pbeHn, u Kpo3
peamuCTUYIHMjU KIbVDKEBHN je3UK — IIPO3HI, JOK he gpamcku
JIMK KOjU je Matbe aKTMBAH Y IOKPETamby U O BUjalby IPaMCKOT
TOKa (HIIP. OHaj ca [paMaTypPIIKOM y/IOTOM IIOMarada [lTaBHOT
JIMKA) TEKCT IIacuparu Hajueirhe y fujasory Mamer MHTEH-
3MTeTa, jABHOM FOBOPY M/IM HEKOM [JPYrOM BUAY KOMYHUKa-
Iuje Mamer aheKTUBHOT NHTeH3uTeTa. YKaHpOBCKO onpepe-
/berbe onepe y HajBehem mpoueHTy Hamehe BpCTy KibMyKeBHOT
rOBOpa, TAKO [ia Ce YHOIIIekheM CYIPOTHe BPCTe FoBopa fobuja
CTMJICKM KOHTPACT. Y ollepaMa HaIlIOHATHNX IIKOJIa, Ha K-
Mep, TeKCT je BehMHOM IPO3HM, JOK CY LIUTATU XOPCKUX IIeca-
Ma Hajuerrhe puMoBaHy, moercku. TuMe ce cTBapa KOHTPAcT
PEaIMCTUYKOT [le7I0Bakba II0jeIMHAaYHMX JIMKOBA U CBOjeBp-
CHMX MY3WYKUX MHTepMela u3Mehy fenosa apaMcke pafebe.

! X. Knaju, Ocnosnu iipobnemu pexcuje, YHUBEP3UTET
yMeTHOCTH, beorpap, 1995.

2 Hcro.

3 TIpu ToM je, mopicehamo, y ocafauisbuM pasMaTpambuMa ,apa-
MaTMYHOCT, IOCMaTpaHa Ha HajBMIIEeM HUBOY (HUBOY Lie/IMHE IeTIa),
6una fpyro ume 3a ,HejacHohy mpeje”, OHOCHO, Ha HUYKEM HUBOY,

(abyre; aHAJIOTHO, OILITH TOKOBY KOHKpPeTH3a-
Iyje Te ,APaMaTUYHOCTU, U3PAXKEeHM Cy HajIpe
Ka0 OCHOBHA TeMa, IIOTOM HU3 BbeHUX ,IOoATeMa’,
Koje y 36upy fiajy cuxe.

4 TloMeHyTHM YITMMaTUBHU KapaKTep paspa-
Tle OTHOCH Ce, HapaBHO, Ha MOJIEKYTApHU HUBO
aHanuse.

> X. Knaju, Has. geno, 91-92.

6 Hcro. 93.

7 Morio 611 ce TOBOPUTH 1 O TOME [ia je OBaj
OJJHOC 3aIIpaBO OJHOC THBEP3Mje, Y KOHTEKCTY
IEVXOTOMMje ,,PaliiOHANTHO — ,aeKTUBHO".

8 YV usyseTHum crydajeBuma oBa JOMUHALIMja
ufie — 6ap y U3BECHOj MepH, YCIIOBHO — U fla/be
(Ha mpuMep, y IpBa ABa YnHa MOHTeBepAUjeBOr
Opdeja), anu HUKafA O Kpaja oIepe.

° Bumwem Apuep, Cilisaparve gpame, IpeBeo
Jocun Kynyuunh, YMeTHuuka akafemuja y beo-
rpany - AKajemija 3a HO30puIITe, GUIM, pafuo
u TeneBusujy, beorpanm 1964, 11.

1 Ocnosu gpamainypiuje, 632.

11 Apucroren, O ilechuuxoj ymeininociu, Pa,
beorpap 1982, 18.

12 To He ucksbydyje MOryhHOCT f1a ce HeKaKaB
KOPUTOBAaHU THUII aHA/IOTHje Mo>Ke Hahu 1 y apxu-
TEKTOHCKM OONMMKOBAHMM MY3UYKUM CTPYKTY-
pama. Ha npumep, cTpykTypa cxeme ABA Texxu
IVHAMM3aLMjuU perpuse y Kojoj Tpeba ga gobe ro
pacmeTa, IOK je KyJIMMHallMOHa TauKa Ha Kpajy _
mena b. 3aTum, Ty je Bapujanuona popma Koja
KpPO3 TpajlallOHM MTOCTYTAK MJie Ka paspeuierby /
Ha Kpajy.

13 TIpema ApucroTeny, mOCTOju MeT eTana
TpaMe: €eKCIO3MIMja, 3al/eT, KyJIMUHalNja,
nepureTuja u pacmaeT. TeopeTnyapu KmbM>KeB-
HOCTH, TTaK, TIOMUIbY Kao NOCTIENIkbY €TaIly U T3B.
KaTap3y, Y KOjoj ce paMCKM JIMK >XPTBOBAO 32
IIOCTH3akbe BelUKe Ifeje Kako Aa 611 ce oOuncTIIa
EeroBa Jymia.

4V naparonoruju, geny Hayke O KibM)KEBHO-
¢y, moctoju ciefeha xujepapxuja mojegMHMX
TePMIHA: TNYHOCT — HajMame BakaH aKTep y
ApaMI, UK — Hajuelrhy akTep CIIOpeTHOT fiej-
CTBa, KapaKTep — JIMK ca IOHEKJIe U3PaXKajHUjUM
TeoBabeM y IpaMI ¥ TUII — KOMIIIETaH aKTep,
OHaj KOji MMa yHMBeP3anHO 3Hadere. HapaTomno-
31 UCTUYY /1A je HOCTYNaK TeMaTuU3aluuje y ApaMu
BEOMa BakaH, a (beTOB OCHOBHM [I€O je TIOpTpe-
TU3aluja yyeCHUKa paMcKe pajibe, Kao M HIX0-
Ba MOTMBaIMja. Y IOCTYNKY HOpPTpeTU3anuje y
IpaMu I10jaBJbyjy ce€ T3B. X€pOj UM aHTUXEPOj,
OJIHOCHO jyHaK M/IM aHTHjYHaK.

15 Tlp Bragumup Kpam, Yeog y gpamainypiujy,
Bbubnmnoreka CrepujuHor nosopja, eguinja ,Ipa-
marypuku cuycu, Hosu Cap 1966, 30.

16 Vcro, 23.

Wcro.

18 Jcro, 38.

19 Vcro, 24-27.

20V Hayuu 0 KBUKEBHOCTU, CYIIPOTHE BpEf-
HOCTH y IpPaMU Ha3MBajy Ce ,aHTUTETUIKE BPefl-
HoOCTH®.
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2l HUcro, 27.

22 [log imiemom mosxemo Hi0gpasymesaiiu OHy
OCHOBHY ocehajHy 1 MUcaony Huili Koja ilogesyje
3Hauera PasnuMUiiux eremenaiia geaa. Y osom
CMUCTLY, fiemMa ce MOxce 0gpequilii Kao 3Hauetb-
CKU CYUCHUPAi KroUxieBHOI gena, Kao jequHcitiéer
cMmep 3Hauerwa Koju gooujajy pasnuuuitiu Momueu
u cutlyayuje, kao upasay, y Kojem geno yiyhyje
4Uilia04e60 MUCAOHO, 0celajHo u MopanHo peaiosa-
e HA 1el08 YMelllHUUKU C8elll, PeuHnk Kmbmxes-
HUK TepMuHa, 801, C. K. /CBerosap Komesuh/.

23 Tajrmorus (leit-motiv) je mopjenHaKo npu-
MembUBaH Y KIbJM)KEBHO] ¥ Y MY3MYKOj YMETHO-
ctu. ITo Xancy ¢pon Bonioreny, 1o je: mysuuka
iiema Koja ce ioeesyje ¢ HeKUM Kapaxiuepom,
iipegmeitiom unu emoyujom, y Baineposum oiie-
pama, xoja gobuja, gaxne, eeoma ogpehero aco-
yu/j/ayuono yiliemesmerve, PEAHUK KILM>KEBHUX
TepMMHa, 389.

24 TlIto ra Besyje He caMo 3a JpaMCKe KapaKTe-
pe, Beh 1 3a ;paMcKe MoTMBe!

25 MebyTtum, cBaka BpcTa MOHOJIOTa je Beh
110 CBOjOj IPUPOAM IMjaoIIKa. YIIPABO je TO,
npe BUIIE leCeTUHA TOfIMHA, T0Ka3ao Muxann
Muxaunosud baxtus, koju y kwusu Mapxcu-
3am u punozopuja jesuxa (Homut, Beorpag, 1980,
npeseo PajoBan Matujamesnh, 95) nuie:

Hema @ipee nHu fiocniegrwe pevu u Hema ipanuye
gujanouikom xonitiexcitty. Hema nuuei aiiconyiii-
HO MPITiB0T: céaku cmucao umahe c60j ipasHux
iionosHol paharea. OH Takobe mue: Pey je 3ajeg-
Huuka Wepuiiiopuja usmehy iosopHuka u caio-
60pHUKA, U 3aKmbyuyje: [ea inaca cy munumym
HuUBoia, MuHumMym focitiojara“ (ogHocu ce Ha
becKoHauHU gujanoi, Ha o ga cée Hociiioju ga 6u
O6UI0 CAOTUTTIEHO).

26y kwusu Bondranra Kajsepa, Jesuuxo
ymeitinuuko peno (Cpricka KiVDKeBHa 3a/ipyra,
Beorpag, 1973, npeseo 3opax Koncrautunosnh),
noMumy ce ciaefiehu BULOBYU roBopa: pasmarpa-
b€, U3BENITaBakbe, 3a1I0BE/lalbe 1 BpeJHOBAbE.
Kao o6nmnuy npunosepamwa, nsmeby ocranux,
MOMHIbY C€ MOHOJIOT U JIMjasIor.

27 Ocnosu gpamainiypiuje, 318.

28 CuHTarma ,,pasroBOpHIU IUjasior je, o CBO-
joj mpuponu, rayrosnouika. Crora 611 IpUKIagHU-
je 6MI0 KOPUCTUTY CUHTArMy ,,JUpPEeKTaH" Un
»HeIlocpelaH“ [UjaJior, 3a pasnuKy Off ,UHU-
PEeKTHOI MM ,,IOCPERHOr injajora.

2 Ocnosu gpamainypiuje, UCto.

30y xwusu IIpobnemu ioeiwuxe Jlocimiojesckoi
(Homut, Beorpan, 1967) M. M. BaxtuH ce 6aBu
nocrojehum kmacudukanujama gujanora. O
Ieny [Ujajor Ha AMPEeKTHY, 00jeKTHU U ABOIIA-
cuu. [locnenmwu HaBemenu gujasnor Jynuja Kpu-
CTeBa Ha3MBa ,aMOMBATEHTHUM, jep MMa BUIle
ynora, Mohnu u cTeneHa KoMyHukanuja. Crora ce
YMHU J1a je [JBOTJIACHM [IMjasIor, 10 CBOjOj CYIUTH-
HI, AQHAJIOTaH JBOCMUCIIEHOM JIMjaiorTy.

3 Ocnosu gpamainypiuje, 335.

32 Gerard Genette, Palimpsests, le literature su
second degre, ITapus, 1982.

33 B. Apuep, Has. geno, 12.

34 3a pasnuky ox Ap4epOBOT MUII/bEbA, CABPEMEHA EMICTONO-
rpaduja je y TONMMKOj MepU pasBMjeHa [ja IOCTOje YNTaBE feCeTUHE
BPCTa 1 )KaHPOBA eNNCTONApHE IPO3€ U T0e3uje, Koje ce MOTY NMpH-
MEHWTH U Ha eNUCTOJIe YIOTPpeb/beHe Y APaMCKOj INTepaTypH, Haj-
venrhe y BUAY MHTEPTEKCTA, OFHOCHO 6110 KaKBOT LIUTATa yOadeHOT
Y KIbIDKEBHO fero. JJaHac IIoCcToju BenuKy 6poj Kibura nocsehennx
LMTATHOCTU ¥ MHTEPTEKCTyalTHOCTH, of Hamuca JJyopaBke Opajuh
- Tonuh, npexo pagosa Jynuje Kpucrese, o pagosa 3opana Kon-
cranTuHOBIha. VIHTepTeKCT je jemaH off 3aMajalia paMcKe pajbe I
IIMe Ce OfaTHO cTBapa 1 nmoBehaBa ApaMcKa TeH3uja.

35 Ocnosu gpamainypiuje, 337.

36 TIpOomyKIJMOHM MOJENN CY OHV MOJE/N CTBapamba YMETHUYKOT
fieTa, HACTa/y IO, YTUI[AjuMa KOj) Cy OMIN JOMMHAHTHU y BpeMe
HacTajarmba KIbJDKEBHOT flefla. PenenTuBHYM Mofienu Cy HacTanu Kao
pe3y/ITaT CXBaTalba ¥ IPUXBaTaba YMETHIYKOT Jie/a (KIVDKEBHOT,
MY3MYKOT UTA.). PellenTuBHM MOfiesT MOYKe 6MTU CHUHXPOH (caBpe-
MeH) U A1jaXpoH (MCTOPMjCKM TOCMATpPaH).

37 Kao MHTepTeKCT.
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n the late 1990s I wrote an article titled “Levels of the Musi-

calization of Literature”.! By that time Werner Wolf had

already done some research in a similar field, but admit-
tedly, I wasn’t aware of that. Shortly afterwards he wrote a
book? where he examined in a systematic way various pro-
cedures whereby a literary work can achieve something like
musical effects, but he wasn’t aware of my article. Zatkalik vs.
Wolf could be an interesting topic in its own right; however, it
is not exactly my aim at present to debate either with my for-
mer self or with Mr. Wolf, even though references to both will
be inevitable. Now, fifteen years after my former article, I am
going to revisit these issues, and to incorporate some impor-
tant new ideas that have emerged in the meantime.

Introduction: Defining the Scope of
Narrative

When we define a narrative as the logically consistent repre-
sentation of at least two asynchronous events that do not presup-
pose or imply each other® or even as the organizing principle of
all discourse*, then, the scope of the application of the concepts
of narrative and narrativity appears extremely broad. Indeed,
postclassical narratology has been rather enthusiastic about
including a whole range of activities and products under the
heading of narrative. Thus we have legal narrative, and nar-
rative therapy, and even a cooking recipe can be turned into a
story. That narrative can become anything that an individual
human being construes as narrative may be too sweeping a
statement, but it does draw attention to the role of the perceiver
(reader, observer, consumer) - the narratee - in defining some-
thing as narrative.

For the present purpose, my understanding of narrative
will be both limited and broad. Limited in the sense that I
will restrict myself to literary narrative, or fiction. After all,
as Roland Barthes says,® literature is the privileged vehicle of
narrative. However, within the confines of literary narrative, I
admit as narrative a broad range of texts, including such where
the very existence of plot is doubtful, characters are contradic-
tory, sequence of events illogical etc., in other words, some of
the essential narrative requisites are lacking. We must bear
in mind that there is no clear-cut distinction between narra-
tive and non-narrative, nothing like absolutely narrative, as
opposed to absolutely non-narrative texts. There are certain
conditions of narrativity, certain factors that contribute to a
smaller or greater degree of narrativity. Marie-Laure Ryan,$
for instance, suggests that the following conditions need to be
fulfilled if a given artifact is to be considered a narrative:

« Representation of life
« About singular, not endlessly repeatable events



« Individual characters

« Significant changes

« Selection of events

« Teleology

 Narrative tension

« Suspense (what will happen) / curiosity (we know what will
happen, but don’t know how it will happen) / surprise (things
didn’t turn out the way we expected)

« Ability to summon an evolving world to the imagination

Not all of these conditions, nor their full extent are to be
deemed necessary in order to call something a narrative.

Both narrative - in this sense — and music are forms of art.
If we agree on this, it means that we recognize their common
characteristics which place them in the category of the arts.
Besides, according to one possible classification of the arts,
both fiction and music are labeled as “temporal”, as distin-
guished from “spatial” (visual). The matter is by no means sim-
ple and straightforward but on this occasion it enters into our
agreement. This would make the number of common features
still larger. And when Byron Almén states that the narrative
articulates the dynamics and possible outcomes of conflict or
interaction between elements, rendering meaningful the tempo-
ral succession of events, and coordinating events into an interpre-
tive whole” we cannot be sure whether this applies to literature,
music or some other medium. And we would be right, this defi-
nition is meant to include both verbal and musical narrative,
and it is used to counter the arguments of those scholars who
are skeptical about the possibility of the latter (Carolyn Abbate,
Jean-Jacques Nattiez). At least since the 1980s, music scholars
have searched for narrativity in music, and even established
certain degrees of musical narrativity.® Conversely, and this is
what chiefly matters in this paper, a number of literary works
have also been regarded as being somehow musical. Aldous
Huxley tells a story about certain characters, and he alleged-
ly constructs the story in the manner of a fugue. The novel
is titled Point Counter Point. Anthony Burgess writes a novel
titled Napoleon Symphony, and he tries to fashion it after the
model of (surprise, surprise) Beethoven’s Eroica Symphony.

There are many ways in which music and narrative can be
related. Tzvetan Todorov’s fundamental narrative structure
equilibrium - disequilibrium - equilibrium, the initial and
final equilibriums being different, is in some aspects analogous
to Schenkerian Ursatz. And having mentioned Schenker, the
relationships between musical surface and deeper structural
layers can be seen as analogous to the structuralist distinction
between fabula and sjuzhet (story and discourse, histoire and
recit...). Byron Almén’s theory of musical narratology argues
for isomorphism between verbal and musical narrative and
postulates a “sibling model”, according to which musical nar-
ratology is a “sibling” to verbal one rather than being derived
from literary narrative. Various types of program music try to
combine verbal narrative with music. We could go on.

What I am interested in now is the “musicalization of fiction”
(the expression apparently originating with A. Huxley), and an
obvious way to discuss it is to a) recognize that, being forms
of art, music and fiction must share many characteristics; b)
identify in what respects they differ, and c) recognize that dif-
ferences open up possibilities for influences. I will present a
systematic overview of the ways music can influence narrative,
or narrative attempts to achieve musical effects. I call them the
levels of musicalization. The list has not changed substantially

since my 1998 article, but the way these levels
are described and interpreted has.

0. Music as the narrated subject
1. Acoustic qualities of narrative
2. Narrative structure
2.1. Morphology and syntax in linguis-
tics, narrative and music
2.2. Overall narrative construction
2.3. Musical and verbal polyphony
3. General principles of narrative vs. musi-
cal constitution
3.1. Agency
3.2. Temporality
3.3. Semantics
4. Narrative, music and myth
5. Philosophy of music in narrative terms
6. Psychology in narrative and music
6.1. Expressive potential
6.2. Psychoanalysis as the key to musi-
calization

In reality these levels are very closely inter-
related: one and the same procedure often
pertains to more than one level. For some
readers this would amount to a method-
ological flaw; I prefer to see it as recognition
of realities. Different levels mean different
procedures, different strategies, but as these
procedures and strategies sometimes recur
through different levels, they are given deep-
er interpretations, acquire richer meanings.
Further methodological inconsistencies will
occur when I switch from the considerations
of various narrative aspects being influenced
by music, to musical aspects influencing nar-
rative. I am perfectly assured, though, that
whichever side we take as our vantage point,
we arrive at significant observations about
the relations between music and narrative.

0. Music as the Narrated
Subject

By simply narrating about music or musi-
cians, fiction doesn’t produce musical effects.
Thomas Mann in Doktor Faustus writes about
Adrian Leverkiithn, a composer, a semblance
of Schoenberg, but the story itself thereby
becomes no more musical than if he were
writing about alligators in the Mississippi
delta. This is the reason why I am assigning
this aspect a zero level. Yet, the reason why
I am mentioning it in the first place is not
merely to forestall misunderstanding about
what is and what isn’t musical, but because
musical references in a narrative may serve
to draw attention to music, create a musical
atmosphere, trigger off a musical mode of
perception.
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There are, however, specific situations in
which music as the subject matter can actu-
ally become relevant to my present purpose.
Consider the following quotation from
Aldous Huxley’s Point Counter Point:

In the opening largo John Sebastian had,
with the help of Pongileoni’s snout and the air
column, made a statement: There are grand
things in the world, noble things; there are
men born kingly; there are real conquerors,
intrinsic lords of the earth. But of an earth
that is, oh! complex and multitudinous, he
had gone on to reflect in the fugal allegro. You
seem to have found the truth; clear, definite,
unmistakable, it is announced by the violins;
you have it, you triumphantly hold it. But it
slips out of your grasp to present itself in a
new aspect among the ‘cellos and yet again
in terms of Pongileoni’s vibrating air col-
umn...The Rondeau begins, exquisitely and
simply melodious, almost a folk-song. It is a
young girl singing to herself of love, in soli-
tude, tenderly mournful. A young girl sing-
ing among the hills, with the clouds drifting
overhead. But solitary as one of the floating
clouds, a poet had been listening to her song.
The thoughts that it provoked in him are the
Sarabande that follows the Rondeau.

The narrator does not merely describe a
concert in which J. S. Bach’s Orchestral Suite
No. 2 is being performed. He paraphrases
the effect the music has on him in terms of
an imaginary content he attributes to Bach’s
music. This is what Werner Wolf calls imagi-
nary content analogy. The words are there to
supply what is tendentially absent in music: a
referential content.’

1. Acoustic Qualities of
Narrative

When an author writes something he or
she expects it to be read. When a composer
writes something he or she expects it be per-
formed, to be heard. True, you can read the
text aloud - not to mention oral literature
- as much as you can read the score, but the
fundamental difference still remains, the
difference in the role of sound, in its priority.
One is tempted to think that fiction becomes
the more musical the more effort it puts to
engage the sense of hearing. Up to a point it
is true, but we ought to beware of overesti-
mating this aspect. I will say something very
trivial: not everything we hear is music. A
text read aloud may affect us by the way its
sounds, but I am not sure that the effect is
necessarily musical. The aural aspect, there-
fore, while clearly making a more substantial
contribution to musicality than subject mat-

ter, still serves a similar purpose, namely, to make the listener-
reader more attuned to a musical mode of perception. It needs
to be backed up by other musicalizing procedures.

2. Narrative Structure

2.1. Morphology and Syntax in Linguistics,
Narrative and Music

One uses language to tell a story. One uses a hierarchy of ele-
ments: phonemes, morphemes, syntagms, clauses, sentences,
and one presumably obeys the rules of phonology, morphol-
ogy and syntax. As with other levels, in order to demonstrate
musicalization, we need first to establish a common ground
for comparison, by pointing out similarities between the two
media. Against this common ground, the differences will
show more clearly, and these differences open the possibilities

Example 1. - W. A. Mozart: Piano Sonata, KV 311
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of mutual influences, of one medium partaking of the other.

As the Example 1 illustrates, music is, like language, par-
sable into hierarchically organized discrete units; and con-
versely: meaningful portions of music flow are constructed
by combining smaller units into larger. Cadential processes
perform the function similar to punctuation. How these units
are combined is governed by certain rules; the Chomskyan
formulation about a definite set of elements subjected to a defi-
nite set of rules whereby an indefinite set of sentences can be
generated is also a viable way of describing some important
aspects of music.

Aslong as we are familiar with these rules of musical syntax,
we are able to recognize the Example 2a as musically “ungram-
matical” even if we haven’t actually heard the original (Ex. 2b),
as much as we recognize the following sentence as incorrect:
And music now language speak about 1.

Moreover, if in language we distinguish between units of
first articulation — morphemes as minimal signifying units -
and non-signifying phonemes which are units of second artic-
ulation, a similar double articulation is arguably possible in
music. Namely, an individual tone has no musical significance
(except under very special circumstances); music theory gen-
erally recognizes motive as the smallest musically meaningful
combination of tones.

Once introduced, this analogy with linguistics proves to be
very inviting. (See Example 3)



Example 2a. - L. v. Beethoven: Piano Sonata, Op. 2 No. 1
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Example 2b. - L. v. Beethoven: Piano Sonata, Op. 2 No. 1
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Example 3. - L. v. Beethoven: Piano Sonata Op. 2 No. 2, 111
movement
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In Ex. 3, the bracketed motive is obviously the smallest enti-
ty to which we attribute some kind of musical meaning (how-
ever we conceive of meaning in music). It is first transposed,
then transposed once again and at the same time expanded.
The expansion (dotted bracket) serves to complete the phrase,
but never occurs independently in the piece. The original
musical motive thus behaves as a free morpheme. It later takes
on a suffix; since the suffix basically performs a grammatical

Example 4. - Krzysztof Penderecki: Threnody

function, without significantly altering the
motive itself, it can be labeled as inflectional,
and since it does not occur on its own, it is
analogous to a bound morpheme.!

Returning to Noam Chomsky, of utmost
importance for our purpose is his differentia-
tion between the deep and surface structures
of language; the former contains the core of
semantic relationships, which are mapped
onto the surface via certain transformations.
As John Sloboda!! argues, this is analogous
to the theoretical model of music propound-
ed by Heinrich Schenker, according to which
what we actually hear is regarded as musical
surface arising from the elaboration of suc-
cessive deeper layers of music. Actually, all
well-made tonal music is ultimately reduc-
ible to a few types of fundamental structure,
Ursatz. To anticipate the latter portion of this
paper: the deep/surface dichotomy opens a
psychoanalytic perspective and points to yet
another analogy, that with the manifest and
latent in dreams, as postulated by Sigmund
Freud.

So far, we have pinpointed some funda-
mental similarities between language and
music. However, it is through examining
the ways in which music is not like language
that we can perhaps learn a great deal about
both.

Discrete units did we say? (See Example
4) Consider this excerpt from Penderecki
or for that matter any of Gyorgy Ligeti’s
micropolyphonic pieces or a great deal of
electronic music. No human language could
possibly tolerate such a blurring of boundar-
ies between its units, such fusion of words
or sentences. And whereas no meaningful
use of human language is possible without
sentences, even in tonal music alongside
musical sentences there are looser, fragmen-
tary structures; and in the present example
the very notion of musical sentence is col-
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Example 5. - Anton Webern: Fiinf Stiicke fiir Orchester, Op. 10 No. 5
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lapsed. In addition, with the disappearance of tonal harmony,
the cadential function is obliterated, and analogies between
cadential processes and punctuation cease to be operative.

At the opposite pole of texture, in Anton Webern’s pointil-
lism, not only thematic units, but the very tissue of music frag-
ments to the point of disintegration. One can hardly perceive
how smaller units are integrated into larger wholes, or identify
the aforementioned double articulation or hierarchical order-
ing. (See Example 5)

Consider, further,

Example 6a. - W. A. Mozart: Piano Sonata, KV 309, first
subject
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To group the notes the way suggested by the shaded area
would seem utterly counterintuitive, and for a music theo-
rist it clearly violates the rules of segmentation that we teach
undergraduate students. Yet it is precisely what Mozart does:
that same group of notes is used as a unit in the development
section.

Example 6b. - W. A. Mozart: Piano Sonata, KV 309,
development
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Obviously, what can and what cannot constitute a meaning-
ful unit is actually quite poorly defined in music, and the seg-
mentation of music flow proves to be much more ambiguous
than a similar process in language. This amounts to saying that
unlike language, one cannot really make a dictionary of music,
even if certain elements (Wagnerian leitmotifs or cadential
formulas) may appear to be viable candidates for dictionary
entries. Ultimately, this is the question of semantics: the mean-
ing of musical elements is entirely different from verbal mean-
ing, but I will defer the discussion of semantic issues until a
further level.

The above considerations suggest rather obvious musical-
izing procedures: blurring the boundaries between discrete
linguistic elements on various hierarchical levels, as would
normally happen in music. James Joyce in Ulysses fuses words
to produce combinations like “potatosoap” or “Bronzelydia.”
Truncated sentences abound, such as: What perfume does your?
(implying, of course, “wife use” as a continuation), and even
individual words are frequently decomposed into their con-
stituent parts. Molly’s monologue — some forty pages or so - is
rendered without a single punctuation mark, thus annihilating

any sense of sentence-level syntactic organi-
zation. Similar instances could be found in EI
otofio del patriarca by Garcia Marquez, while
Joyce himself does something opposite, yet
with a similarly musicalizing effect, at the
beginning of the “Sirens” episode from Ulyss-
es. The utterly broken, fragmented passage at
the beginning of the chapter cannot fail to
remind of Webern’s pointillistic texture.

Syntactic aspects need some further exam-
ination of the syntagmatic axis of language,
the axis of combination or the rules of com-
bining linguistic units, and how they relate
to thematic procedures in music. The most
important point is that, when combining
units, music allows and even demands much
more repetition than language. Let alone folk
music, which makes little use of any other
thematic work except repetition, let alone
popular music, minimalism, or some special
pieces like Ravel’s Bolero, but think of a clas-
sical piece, of Beethoven’s Fifth, for instance:
how many bars with nothing but the initial
motive; think of how many times the motive
from the beginning of Marche funébre from
Chopin’s Bb Minor Piano Sonata repeats
throughout the piece. Even Schoenberg’s
developing variations do not provide an
effective counterexample: variations — devel-
oping or otherwise — mean that for all the
novelty they gradually introduce, something
is constantly repeated. Polyphonic music of
the strict style, with melodic lines lacking
any distinct motivic structure, again fails to
contradict the repetition argument: imitative
work, even if disguised, nonetheless means
repetition of a meaningful portion of music.

True, some words or phrases will also
inevitably repeat in a literary work, but the
difference is enormous. To begin with, when
a motive is initially presented, consecutive
repetition is almost a norm in music, and
highly implausible in fiction. Yet, Anthony
Burgess writes:

...he himself, he himself he himself stands by
her door by her door by her door. Asset assert
insert key. By foul magic wrong key. Not his
key. Yes, his key.\?

This is clearly not a usual way to construct
a verbal passage. I assume that an insightful
reader may even discern the musical model
behind the threefold repetition of the phrase
“he himself”; in case they dont, it is shown
in the example below:

Example 7. - W. A. Mozart: Symphony in G
minor, KV 550
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Consecutive repetition is probably the
most striking in its musical qualities, but
words or phrases that recur throughout a
narrative work, if frequent and prominent
enough, also achieve a musicalizing effect.

Given repetition as the core thematic pro-
cedure, other forms of thematic elaboration
can basically be understood as non-literal
repetition, with varying degrees and types
of transformations that the original material
undergoes. The material can be embellished,
decorated, which is frequently referred to as
variation; only portion of it may repeat (frag-
mentation); it could be subject to expansion,
inversion, retrogradation etc. In the same
novel Anthony Burgess writes: The squarecut
pattern on the carpet. Squarecut the carpet’s
pattern. Pattern the cut-square carpet. Very
unlanguage-like, but easily imaginable as
varied repetition of a musical phrase.

In many languages affixes are used to alter
the meaning and/or grammatical function
of a word. There are sets of rules governing
such procedures, and a writer usually has but
limited freedom to be creative in that respect.
Musical motives can also be expanded by
inserting new material before, after or inside
the motive itself, which makes a neat par-
allel with prefixes, suffixes and infixes. As
we learn from Example 3, such procedures
can be formalized up to a point, particularly
when the expansion is effected so as to pro-
duce a cadential formula. Yet the degree of
freedom is incomparably greater in music.
Accordingly, when the protagonist of Ulysses,
Leopold Bloom, is referred to as Poldy, that
is still within the limits of the linguistically
acceptable; when, however he becomes “Jol-
lypoldy the rixdix doldy”, Bloohoom, Bool-
oohoom, Joyce clearly oversteps the bound-
aries of linguistics and treats the name with
a music-like freedom.

Particularly music-like is the following
excerpt from “Sirens”, as it emulates a typical
musical procedure of first stating a theme,
and then fragmenting it:

- I saved the situation, Ben, I think.

- You did, averred Ben Dollard. I remember
those tight trousers too. That was a brilliant
idea, Bob.

Father Cowley blushed to his brilliant pur-
ply lobes. He saved the situa. Tight trou. Bril-
liant ide.

Under the present heading, the discussion
so far has been devoted solely to linguistics,
since narrative as understood in this paper
is, among other things, a linguistic con-
struct. Once language has been applied in
such a way as to produce a narrative, other
types of units arise, with their specific rules
of delineation, selection and combination.

Sturcturalist narratology, with Russian formalists as precur-
sors (above all Vladimir Propp), tried to establish a specific
narrative grammar.!®> Roland Barthes, for instance, identifies
narrative units, much along the lines of linguistic analysis. It
is the functional nature of certain segments of the story that
makes them units. He distinguishes between various types
of functions' and defines the narrative sequence as a logical
succession of nuclei bound together by a relation of solidar-
ity: the sequence opens when one of its terms has no solidary
antecedent and closes when another of its terms has no con-
sequent. [T]he origin of a sequence is not the observation of
reality, but the need to vary and transcend the first form given
man, namely repetition: a sequence is essentially a whole within
which nothing is repeated.'> Greimas contributed to the study of
narrative his well known semiotic square, and there are many
other approaches to concepts such as narrative levels, narrative
functions etc. Such narrative elements — narratemes — however
defined, may also be subject to repetition, expansion, frag-
mentation. The discussion at further levels will address some
of these issues.

2.2. Overall Narrative Construction:
Large-scale Processes and Formal

Typology

In music, recurring motives may serve as a cohesive force
across large time-spans and throughout an entire piece, as
evidenced particularly by late tonal and post-tonal music.
Recurring words, phrases, literary motives etc. can serve sim-
ilar purpose, and this is not necessarily a musicalizing device
until the amount of repetition reaches such levels as in Joyce’s
Ulysses, when they become comparable to musical leitmotifs.
This contributes to construction on larger and global scales.
What we now need to turn our attention to concerns the pos-
sibility of rendering an overall construction of a literary work
in the manner of a musical form, such as sonata, rondo etc.

As a case study, I will take Ulysses - by far my favorite exam-
ple of musicalized prose, as the reader will have realized by
now. It was apparently Ezra Pound who first likened this novel
to sonata, and the idea has subsequently recurred throughout
Joycean literature. Generally speaking, sonata-allegro move-
ment is a particularly suitable model, as it provides a fully real-
ized plot, complete with characters, conflict, resolution.'®

Stephen and Bloom are, of course, conceived of as sonata
themes. The first three episodes are devoted mainly to Ste-
phen, and they constitute what James Hepokoski and Warren
Darcy' label as the primary theme space. Bloom’s theme space
occupies episodes four to thirteen. Bloom is thus, problemati-
cally, assigned the role of a secondary theme. Furthermore, in
the “Circe” episode, previously stated materials appear frag-
mented, transformed, distorted, constantly recombined and
variously juxtaposed, alternating with an enormous frequency
- the very same procedures found in sonata development sec-
tions. Analogies with a sonata development do not stop there.
“Circe” is what William Caplin!8 calls the core of the develop-
ment: that is “where the real action is.” In many development
sections it is preceded by what he labels as pre-core, a sort of
introduction to the development: warming up, as it were. And
that is exactly how I read the preceding episode, “Oxen of the
Sun.” With chapter 16, the general tone becomes more tranquil,



and more coherent: what was previously fragmented seems to
be reassembled; characters reassume their proper conscious
waking selves. That is what we generally expect from a sonata
recapitulation, although the recapitulation might arguably
begin only with Chapter 17, “Eumeus” being the retransition.
The relationship between development and recapitulation can
also be presented in terms of tension-release patterns, and —
using Wallace Berry’s terminology - the progressive tenden-
cies of development give way to the recessive recapitulation.!
Finally, Molly’s monologue rushing towards the emphatic and
conclusive yes is very much like a coda.

A number of points need additional explanation. I would
first like to examine the relationships between the two themes
- Stephen and Bloom that is - in the light of sonata procedures.
The disproportion between their respective theme spaces — in
length and in complexity - is normative enough for classi-
cal sonata. The first three episodes are very much focused on
Stephen. The Bloom episodes, on the other hand, involve a
large number of characters: in the first place it is up to a point
BloomMolly rather than simply Bloom, and there are other
characters such as Simon Dedalus, Martin Cunningham, Boy-
lan, the Citizen and the rest. Indeed, in a typical sonata move-
ment theme spaces can be filled with a number of distinct
materials, and it is often more appropriate to talk about theme
groups. Very importantly, it is second themes that assume the
form of theme groups much more frequently. Stephen figures
prominently within the Bloom space, and encounters between
Stephen and Bloom begin to occur here. This is also norma-
tive of classical sonatas: if we look into a number of Beethoven
sonatas we will notice a tendency to reintroduce motives from
the first theme once the second theme has already been well
established thematically and tonally. Stephen’s portion of the
novel is more coherent. It rhymes well with William Caplin’s
insistence that the function of the first theme is not only to
establish the home key and present certain thematic mate-
rial, but also to set the standard of stability against which all
other section in the sonata will be gauged as to their degree
of stability or instability.?’ The second theme is more loosely
organized, as a rule. Indeed, the Bloom space includes such
episodes as the highly fragmented and disorienting “Wander-
ing Rocks™ a true development before the normative devel-
opment section. If we accept “Sirens” to be a “fugue”, then it
is a form of intensified development, occasionally employed
in proper development sections; more rarely, as in Bartok’s
Concerto for Orchestra, in expositions. The intensity of devel-
opmental processes within the exposition itself is suggestive
of Franc Liszt.

The next point to clarify is recapitulation. A textbook case
would retrace the steps of the exposition, with appropriate ton-
al shifts. However, none of the parts of the exposition retains
the same function in recapitulation, and this opens possibili-
ties for far-reaching transformations. Consider the opening
sentence of the penultimate chapter: What parallel courses did
Bloom and Stephen follow returning? The narrative focuses on
the two main characters that are presented simultaneously.
The two theme spaces are conflated, and an obvious musical
analogy is Wagner’s overture to Meistersinger for Niirnberg in
which the themes initially presented in succession are contra-
puntally joined in recapitulation.

Somewhat more awkward for a musically-minded analyst is
the question of transition, or the bridge section. Fluid, ever-
changing, protean episode 3 may bear some semblance to sona-

ta transition. However, while the semblance
may hold with certain, typically early por-
tions of transition that may appear to roam
aimlessly - frequent, possibly abrupt and
ostensibly arbitrary key shifts are meant to
put the listener off the track, as it were, and
heighten the dramatic effect of the dominant
arrival - the overall profile of a typical tran-
sition proves to be one of a clearly directed
drive towards a clearly pre-defined goal.
There should also be a sense that the sec-
ond theme arrives as an inevitable outcome
of previous activities, and moreover a high
degree of openness and inconclusiveness
should be felt at the end of transition. I can
hear nothing like that in the “Proteus” epi-
sode. If we are to maintain the sonata anal-
ogy, we must be content with regarding this
as a highly non-normative case of an exposi-
tion without transition, as, for instance, in
Beethoven’s Overture Ruins of Athens.?!

Analyzing Ulysses in terms of musical
form opens further possibilities. Each of the
18 chapters is a clearly delineated entity. This
contradicts the strong forward thrust typical
of sonata and rather resembles a set of varia-
tions: variations on two themes in this case.
Just like each of the chapters uses a differ-
ent technique to reveal certain facets of the
characters, to present them in different roles,
so does each variation shed a new light on
the theme and possibly develops some of its
potentials. A notable example of variation
and sonata forms combined is the symphonic
poem Tasso by Franz Liszt. And now that I
mentioned Liszt, another possibility sug-
gests itself. His favorite formal procedure
was to fuse a single movement, like sonata
allegro, and a multi-movement form, sym-
phony, for instance. Parts of the sonata may
posses structural and expressive qualities of
individual movements. This may also have
some interesting implication which we will
not pursue in this paper.

Returning to our sonata model, we find
more difficult points to negotiate, issues relat-
ed to the fundamental principles of structur-
ing music flow. Absolutely crucial for sonata
form is tonality. So far I have shied away from
engaging seriously tonal matters. What is
the verbal equivalent to musical tonality, (or,
for that matter, any kind of systematic pitch
organization)? Should Bloom’s tonality be B,
or should Lydia the “siren” represent the Lyd-
ian mode? Such an approach, where certain
letters or words are ascribed tonal functions,
has been suggested repeatedly, but I find it
too shallow. But if not the sonic quality of
words and letters, what else? The literary
critic Northrop Frye?? compared his narra-
tive modes to musical keys. For the Russian
scholar Boris Katz,2® given that all (at least)

57



5

European languages possess a complex sys-
tem of tenses, this could be equivalent to the
system of keys in common practice tonality.
He applied this approach to analyze a poem
by Pushkin, and his analysis turns out to be
not totally unconvincing. Or, let us speculate
how this idea can produce a sonata-type nar-
rative: an event in the present tense and an
event in the past, followed by narration with
frequently changing tenses, and subsequently
retold with both events in the present. Since
present tense is rather unusual in narrative,
this would probably mean direct speech: a
scene, rather than a summary. So far I haven’t
been able to find this sort of narrative, but it
can at least be imagined. Alternatively, we
might look for certain personal characteris-
tics and relationships between literary char-
acters and try to represent them through key
relations. This is how Scott Ordway analyzed
“Sirens”, Boylan representing the dominant
key, with respect to Bloom who is the tonic.?
What do we achieve, however, when we pro-
ceed along these lines within the framework
of the entire novel? We have already denied
Bloom the status of the home key. But would
he really be the dominant with respect to
Stephen’s tonic? Or had we better think of
Bloom as the subdominant (subdominant
second theme is a rare exception with Vienna
classics - although Ruins of Athens are again
a case in point — but is occasionally found
in romantic sonatas, Schubert for instance).
And, more importantly, are we not taking
the technical terms of harmonic theory too
literally? If this be so, had we not better dis-
miss the tonal considerations altogether and
search for analogies in non-tonal music? A
composition such as Arnold Schoenberg’s
dodecaphonic Violin Concerto, for example,
relieves us from our concerns about func-
tional tonality. I admit to being unable to
follow through this analogy. For one, while
twelve-tone compositional technique serves
to generate harmonic and motivic substance,
it plays a far weaker role in large-scale pro-
cesses, unlike tonality which provides under-
pinning for an entire sonata or for that mat-
ter any other tonal form. And then, a twelve-
tone row is responsible for systematic pitch
organization, but at the same time also for
the thematic content; it thus conflates tonal
and thematic planes. In a word, principles of
pitch organization — be they based on tone
rows, specific modes, referential collections,
pitch class sets or otherwise — cannot be reli-
ably and consistently connected to anything
in literature. This is not a minor setback for
the kind of analysis we are pursuing under
this rubric.

Otbher literary works can be and have been
analyzed along similar lines. Reading Wil-

liam Faulkner’s The Sound and the Fury, with its four versions
of events told by four narrators readily brings to mind varia-
tions.?®> Constructing a story in the manner of the fugue has
been already mentioned several times. In themselves, such ana-
logical constructions are insufficient to achieve truly musical
effects. There are, however, deeper reasons for the musicality of
some prose works, and if I concede the relevance of sonata-like
and other structures, it is precisely because these structures
are grounded in some deeper structures and processes, to be
discussed in due course.

2.3. Musical and Verbal Polyphony

With this level, the perspective will temporarily shift from
narrative aspects as influenced by music, to musical aspects as
influencing narrative. Music is highly predisposed to unfolding
several events at the same time. Polyphony - generally mean-
ing the existence of two or more voices that are independent
and equal - is a highly prominent manifestation of music’s
capacity for simultaneity. What would be a polyphonic nar-
rative? From Mikhail Bakhtin?® we learn that there is such
a thing as the polyphonic novel, but we also learn that it is
a vivid analogy - he didn’t really mean musical polyphony.
In music, two events can be presented at the same time, they
actually occur at the same time. In a narrative, the author can
inform us about two events taking place at the same time, but
in the course of the work they will inevitably appear in suc-
cession, and we will read about them in succession. The true
polyphony appears to be a hopeless task. It is, therefore, not
surprising that it is precisely polyphonic effects that authors
found particularly challenging, especially those authors who
are otherwise known to be interested in music, or in the musi-
calization of their works. DeQuincey’s Dream Fugue, Aldous
Huxley’s Point Counter Point, “Sirens” from Ulysses (also gen-
erally regarded as a fugue), Gabriel Josipovici’s “Fuga”; Virginia
Woolf in “String Quartet” does not explicitly aim at creating a
polyphonic form, but the very ensemble she refers to, with its
four melodic instruments, is certainly very well suited to be a
multi-voiced medium.?”

There are various means writers have employed in order to
achieve polyphonic effects, and I will try to make a list, draw-
ing attention at the same time to the limited extent in which
each of them can be conducive to that effect:

1. There can be a plot and a sub-plot, or interwoven narra-
tive threads may co-exist in a narrative. The reader is forced
to keep several development lines in his or her memory. The
relations between these different plots, characters etc. can be
considered a partial equivalent to musical texture. Narratives
have always availed themselves of the possibilities of that kind;
it is as much an immanently literary procedure, as it is the true
influence of musical polyphony.

2. Let us assume, Bakhtin’s warning notwithstanding, that
the term polyphonic novel can carry some musical conno-
tations; it will serve our purpose insofar as many centers of
consciousness which have not been brought to a single common
denominator... characters can be subjects of their own words...
independent from the author himself, having their own voice
and telling their own story.?® Bakhtin said that of Dostoevsky,
but it is applicable to many writers, particularly in the 20t
century.



3. Creating an impression of the simultaneous occurrence  polyphony, and, of course, so can be any
of two events is achieved by their quick alternation or by the  other semantic ambiguity.
interruption of the continuous presentation of one event by 6.3. Similarly, but in a more sophisticated
the sudden, often quite short intrusion of a content related to ~ way, metaphorical use of language forces us
a completely different but simultaneous event. Think of Joyce,  to be aware of both the literal and the meta-
for instance, or Sartre’s Les Chemins de la liberté. Even though  phorical meaning of a given word or phrase,
such techniques do not alter the nature of the literary work  with the resulting polyphonization of mean-
qualitatively, the reader is forced to constantly bear in mind  ing. More generally speaking, any use of
various situations at the same time, and the polyphonic effect  language rich in connotation suggests this
is achieved to some, though limited extent. semantic polyphonization.

4. Temporal permutation functions in a similar way. Prac- 6.4. The fusion of various meanings in
ticed throughout the whole history of literature, almost obliga-  a single word like gracehoper/grasshopper
torily since Proust, it is to a large extent perceived as an imma-  from Finnegans Wake. Again, Joyce wants us
nently literary phenomenon, so that perhaps it does not achieve  to experience several things at once.
any particular musical effect, except possibly in the case of very However, when we talk about exploiting
sharply conflicting temporal streams (as in the almost whimsi-  the various possibilities offered by the double
cally overturned chronology in Huxley’s novel Eyeless in Gaza, = meanings or semantic ambiguities: the effect
or Laurence Sterne’s Tristram Shandy). may be musical, though not necessarily; and

5. The use of the refrain: when the refrain is rounded and  even if we do consider it musical, then not
complete in itself, detached to a degree from the surround-  necessarily equivalent to musical polyphony:
ing text, and which possesses the significance of the poetic  they actually may resemble more those situa-
idea of the whole form, it can be experienced as a passacaglia  tions in music which are ambiguous or imply
theme, while other lines would represent an (always different)  different continuations at the same time,
counterpoint to the theme. While this is far more common in  without being polyphonic.

poetry, one can occasionally come across similar devices in 7. These have been the ways the very use
narrative as well. of language aims at achieving polyphonic
6. The very use of language also offers some possibilities. effects. Now, just as two or more words can

6.1. There can be frequent recurrence of certain words be fused to produce a semantically richer
(famous examples in Ulysses: Voglio e non vorrei, u.p. up, and  entity, so can two or more literary charac-
countless other examples). These words are thus fixed in our  ters be fused. One person can at the same
mind and it is almost as though they sounded all the time. This  time be another one, the mind of one person
is, in fact, quite similar to the previously mentioned refrain.  can be filled with the memories of another
However, I ought to point out, and in agreement with numer-  one and so on. Joyce is again a paradigmatic
ous Joyce critics, that if we are looking for the musical effect of ~ example: the “Circe” episode from Ulysses or
this procedure, it lies more in the domain of Wagnerian leit-  many instances from Finnegan. The effect is
motifs, than in musical devices related to polyphonic texture.  musical, although not so much polyphonic as
Note that both in this case, and in the previous one (refrain) we ~ resembling the effect of the fusion or blend-
are reintroducing repetition as a musicalizing device. Thisis  ing of two musical themes, as exemplified
one of the instances that a given procedure pertains to several by the following Beethoven excerpt, which
levels, with somewhat different functions and effects. music theory clearly does not recognize as

6.2. The same word or phrase is made to mean two things  polyphonic (Example 8).
at the same time. Thus, even a mere pun could be viewed as

Example 8. - L. v. Beethoven: Symphony No. 9, IIIl movement

Adagio molto e cantabile
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Significantly enough, such fusions possess
certain dream-like qualities and it would be
crucial to illuminate this fact in a greater
detail, once we embark on psychoanalytic
considerations.

As we have seen, the ways in which a nar-
rative can simulate simultaneousness are
numerous, but of rather limited effect. Only
music allows us to really experience simulta-
neity; verbal polyphony will always remain
something of a donkey carrot for writers.
The problem may be regarded as a cogni-
tive one: our senses receive simultaneous
pieces of information that our mind has to
disentangle, and this process works differ-
ently with words and with music. This might
also be the right moment to quote Suzanne
Langer. She gives an example of a statement
such as “A killed B” and draws attention to
the fact that it has a definite successive order,
which is not in accordance with what really
happened. [A]ll language has a form which
requires us to string out our ideas even though
their objects rest one within the other; as piec-
es of clothing that are actually worn one over
the other have to be strung side by side on the
clothesline... The linearity of language belies
the simultaneity of events.?’

Again I will insist that the (ultimate?)
explanation will come from psychoanalysis,
to be discussed in due course.

3. General Principles of
Narrative vs. Musical
Construction

Under this heading - the wording may not
be the most fortunate one - I will discuss
some broader principles that govern narra-
tive and musical works, but at the same time
cannot be strictly classified as syntactic or
formal.

3.1. Agency

Narrative presupposes anthropomorphic
agents. Musical narratology has found this to
be a problem, and a stock argument against
narrativity in music has been the lack of
agent. Indeed, when we listen to music, who
are we listening to and who performs musi-
cal actions? Consider the following, imagi-
nary but quite plausible, description of the
unfolding of a musical piece: The first theme
starts with a D7 resolving into submediant.
The flute states the principal motive which is
subsequently developed in the clarinet. After
the half cadence the movement proceeds with
a bridge section. The music abruptly stops in
bar XY and the composer introduces a new

theme, which we will soon hear transposed to a different key.
There are no less than six grammatical subjects (bold, with
corresponding verbs), plus one passive construction (under-
lined). Who is the agent, why is it so elusive?

One possible answer (if it really is an answer) could be: ...
when music is said to have a narrative quality, or to tell a story,
it is because the music seems to have strong anthropomorphic
effects, unfolding in a way that suggest a psychological or dra-
matic succession of events.’® The same author argued that in
music we find agency without agent, whereas Edward Cone
postulated the composer’s imaginary persona.® To such ideas
Peter Kivy answered with crushing criticism, titling one of the
chapters in his book “Persona non grata.”*? However we con-
strue it, agency always remains vague; any attempt to equate
musical themes and literary characters (as has frequently been
done) remains tenuous. We should probably heed Almén’s
statement about music being capable of articulating a narra-
tive trajectory in the absence of actoriality.®

We can, therefore, safely maintain that as long as a work of
fiction cannot dispense with character, with anthropomor-
phic actors, there will be a gap between fiction and music,
and accordingly, there will be room for influences. A certain
degree of de-individuation, or depersonalization could then
be a path a narrative can take on its way towards musicaliza-
tion. And many narratives have taken it, as a matter of fact.
In nouveau roman, for instance, one can sense a withdrawing
of the literary character from the literary work. In Virginia
Woolf’s The Waves, to talk of “separate people”... is perhaps to
miss the point. Although these figures have names and particu-
lar attributes that seem to distinguish one from the other, they
are also inseparable from each other...>* 1dentity shifts are not
uncommon in her other works, such as Orlando.?®

Predictably, our best source of examples is Joyce. He [Bloom]
stood at Fleet street crossing. Luncheon interval. A sixpenny at
Rowe’s? Must look up that ad in the national library. An eight-
penny in the Burton. Better. On my way. Observe how the nar-
rative position gradually shifts. The first sentence is a classi-
cal third-person omniscient narration. The next two? Is it the
narrator or it is the character’s stream of consciousness? With
the next one (“must look up...) we can reasonably suppose it is
Bloom’s thoughts, but only the last sentence makes it explicit.

Throughout the novel we can observe something like osmo-
sis of different personalities. Stephen and Bloom become Ble-
phen and Stoom. It is also to be noted that Bloom and Molly’s
individual events and thoughts blur together to break down
the boundaries separating their respective identities, and that
in Bloom we perceive chunks of other personalities incorpo-
rated with his. Characters may be treated as things among
other things. Or they undergo fantastic changes in their
appearance and characteristics (as can only be experienced
in dreams) to such a degree that they completely lose their
identities. Bloom starts a sentence with My wife and proceeds
with I am the daughter, thus creating an ambiguity as to the
identity of the speaker: such abrupt shiftings of narrative posi-
tions are very common throughout the novel. Another Joyce’s
novel, Finnegans Wake carries the process of the dissolution
and merging of characters to the furthest point literature can
reach.

Further relativization of the identity of characters is achieved
through the use of free indirect style, such as when a third-
person narrator represents a character’s words or thoughts
approximately as the character would have said or thought



them, neither quoting, nor reporting them in the proper indi-
rect speech. This is also a common device with many authors,
particularly in the 20" century.

It is, of course, impossible to abolish characters entirely,
but they can be significantly depersonalized. As a matter of
fact, narrative theory itself tends to favor this depersonalizing
aspect. We have known ever since Aristotle that characters are
subordinate to plot, psychology to narrative function. Struc-
turalism has made frequent attempts to describe characters
in terms of a deep structure based on their roles in the plot.
A list of these functions can be made; Greimas, for instance,
proposes an actantial model with six actants grouped in pairs:
subject-object, sender-receiver, helper-opponent.3® We tend
to intuitively imbue the literary character with real-world
human properties, but they might better be understood as
the web of semes attached to a proper name,” and expression
of an underlying narrative grammar. Furthermore, there is
potential for confusion and ambiguity as no clear distinc-
tion is always possible between the (implied) author, narrator,
focalizer, character, narratee. And when narratologists claim
that a single function can be performed by more than one
character, and conversely, a single character may absorb dif-
ferent functions, one cannot — however cautious against undue
anthropomorphism in music - but be reminded of William
Caplin who emphasizes formal functions, over thematic mate-
rial. A certain function can be performed by many different
materials; one and the same material can appear in different
functions.

We have seen how narrative theory admits a certain level
of depersonalization. Yet, since the fundamental difference
between the verbal and musical media remains, there is ample
room for musicalization. And why this feature is so important
will be made clear towards the end of the paper, when we try to
discuss all these findings in psychoanalytic terms.

3.2. Temporality

More than any other aspect, temporality cuts across the
division into levels. Important time-related observations were
made in the discussion of polyphony. Perhaps even more essen-
tial will be temporality in the context of myth, to be discussed
as level 4.

It is very appropriate to compare the temporal aspects of
narrative and music as they are both classified as “temporal
arts”. This qualification applies not only superficially, in the
sense that they unfold in time. Both narrative and music are
involved with time in deeper, more fundamental ways. That
time is essential to music - ontologically we could say - is
rather obvious. Music makes time audible.*® Music creates
time and becomes meaningful only through time.** However,
narrative, too, has been defined in terms of temporality. The
fundamental nature of narrative is a meaningful representation
of human experience of time.*® Narrative is the principle way in
which our species organizes its understanding of time.*!

Yet, the ways the two arts construe time can be rather dif-
ferent. To start with a very straightforward narrative situation.
“Objectively” speaking, event in a story is a product of discur-
sive forces, not something reported by discourse. And yet, as
Porter Abbott notes, we always feel that events precede the tell-
ing: “stories wait to be told.” This holds true even if the story is
located in future: science fiction is related in the past tense, and

we still find it normal.*? Music, on the other
hand, is always in the present. A return of
the theme is not the past tense, it is an event
re-lived. The notorious past tense argument
haunted musical narratology for a number of
years. Yet even the present is not exactly the
present as we generally conceive it. There is
a time that exists uniquely in music, there is
the power of music to create, alter, distort, or
even destroy time itself, not simply our expe-
rience of it.43 It is true that in music we can
experience time which is linear, teleological,
generally associated with progress-oriented
time of Western civilization. Kramer, how-
ever, in his capital study on time in music
identifies various types of time: time can
be multiply directed, implying several goals
and/or routes towards these goals; there is
vertical time when music lacks internal
phrase differentiation: no phrase endings,
therefore, to break the temporal continuum.
Music can create a sense of timelessness,
as in Eric Satie’s Vexations: music coming
from nowhere, going nowhere, the listener’s
impression is of being immersed in the time-
less now.** The past, present and future have
collapsed into the present. Reversible, cycli-
cal time is characteristic of non-Western and
archaic civilizations, but also of European
and American avant-garde.

Discussing the relation between a music
listener and music itself, Eero Tarasti says
that both are moving, but when the listener
abandons himself to the magic power of musi-
cal process, he feels his own temporality accel-
erated or slowed because of the time of the
musical work itself.*> This could perhaps be
parried with the claim that a narrative, too,
has the ability to produce similar effects. Up
to a point, this is true. But the power of music
to immerse, to envelop the listener is by all
means greater. This is not subjective specu-
lation: we will see how well it is grounded in
psychology.

Whether the difference between musical
and narrative time is only in degree or also in
kind could be a matter of debate, but differ-
ences there are, and as before, they provide
areas of possible influence. We have already
seen under the rubric of polyphony, that
writers manipulate time in order to achieve
effects that are possibly musicalizing. To
explore these possibilities further, we will
consider the temporal dimension of Ulysses.
It seems to be rendered with utmost precision;
moreover, the precision is of a real-life, chro-
nometric, objective type. We know the exact
date when the story takes place; we know the
movements of all protagonists hour by hour.
But consider this: a single day is stretched
over a nearly thousand pages. Yet, this single
day collapses the entire lives of protagonists.
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Moving between these two time-scales, the
reader is compelled to experience the rela-
tive quality of duration, along with the per-
turbed sequence of events and lack of logical
connections between them. Joyce sets such a
pace for the novel that it becomes uncertain
whether we really experience the flow of time
or feel immersed in a “timeless now” a sensa-
tion we discussed above as generally induced
by music. Moreover, by keeping us aware of
the Odysseus myth, Joyce creates other kinds
of temporal discrepancy, between the pres-
ent and the possible historic past, and more
importantly, between the apparent temporal
precision and the timelessness of myth. The
whole construction becomes a time-destroy-
ing machine, as Levi-Strauss would have it,
and as we will discuss in the context of myth-
music-narrative relationships.

In more general terms, we may recognize
as musical those procedures that strive to
annihilate “ordinary” chronological time.
In Marcel Proust — probably the first writer
who systematically explored the possibili-
ties of temporal distortion - the incredibly
intricate and subtle interplay of analepses
and prolepses, manipulations of temporal
categories such as duration, order and fre-
quency;*® result in all events being regarded
“telescopically”...in permanent confronta-
tion and liberated from the external temporal
sequence.*’ The style known as lo real mara-
villoso (magic realism) characteristic of the
“Latin American boom” (Alejo Carpentier,
Carlos Fuentes — whose Terra nostra is heav-
ily influenced by Joyce — Mario Vargas Llosa,
Gabriel Garcia Marquez etc.) often creates
very specific temporal relations, displacing
actions and characters from ordinary experi-
ential time, approaching the “omnitemporal”
or nontemporal mythical condition.

3.3. Semantics

The issue underlying all music-narrative
relationships is located in the field of seman-
tics. Showing the differences in how meaning
is constituted in narrative and music respec-
tively, explains many of their other differ-
ences hitherto discussed. Obviously and
trivially, words mean something. What does
music mean, and how, and whether it means
something in the first place? The question
easily lends itself to the following paradoxi-
cal formulation (the source of which I haven’t
been able to trace): if music means some-
thing, why haven’t we figured out what, after
so many centuries of asking that question? If
it doesn’t mean anything, why have we been
trying to decipher its meaning for about a
couple of thousand years? The least we can
say is that any referential meaning that we

may ascribe to music, any process of signification pointing to
an external reality is rather tenuous. This leaves us with a safer
option of searching for relational or self-referential meanings:
notes pointing to other notes, to put it simply.

The preceding paragraph was concerned only with language.
Previously, under the rubric of syntax, I have already indicated
how constructive elements of music differ from their linguistic
counterparts (if we may even call them counterparts). I have
drawn attention to the fact that there can hardly be a diction-
ary of music. To this observation, we might add the question of
translation. We translate from one language to another, from
Inuktitut to Kikuyu, if necessary. What can we do to a piece
of music, if we want to translate it? We obviously use the term
“musical languages” very metaphorically. Would translation
in music mean something like rendering Beethoven’s Fifth in
dodecaphonic “language”™?

Apart from the question of the linguistic meaning, there are
broader issues concerning the ways music and narrative relate
to experiential reality: the issue of verisimilitude, of narrative
plausibility. We usually think of narrative as refereeing fo (a
sequence of) events in an imaginable (preferably outer) reality*®
M-L. Ryan’s conditions of narrativity stipulate that narrative
should be a representation of life. We have already seen how
narrative and music diverge in respect of temporal relations:
relieved of the obligation to represent time of an external real-
ity, music creates a time of its own.

An objection can now be raised that narratives, too, create
their own time and their own realities in general.*® It is very
unlikely that even less sophisticated readers will take narrative
verisimilitude literally. Novels, short stories and the like, even
when they purport to produce a faithful image of life, actu-
ally create fictitious worlds. In this sense, narrative theory has
adopted the concept of possible worlds (PW). An explication of
the philosophical and logical issues arising from the PW theory
by far exceeds the aims of this paper. For my present purpose
it will be sufficient to state that the foundation of this theory
is the idea that reality is the sum of the imaginable rather than
the sum of what exists physically. The possibility is most com-
monly associated with logical laws: every world that respects
the principles of non-contradiction and of the excluded middle
is a possible world.*® In literary theory:

[R]ecourse to the notion of PW makes it possible to talk about
the truth of the propositions asserted in fictional texts without
reducing these texts to a representation of reality. In a work like
Doktor Faustus by Thomas Mann, for instance, we are invited
to give equal credence within the fictional world to the musico-
logical discussions and to the conversation of the hero with the
devil. But [...] we are also entitled to regard the musicological
discussions as potentially accurate information about the real
world [...] Fictional propositions can thus be evaluated in differ-
ent reference worlds. While they may be true or false of worlds
that exist independently of the text in which they appear, they
are automatically true of their own fictional world by virtue
of a convention that grants declarative (or performative) force
to fictional statements: unless its narrator is judged unreliable
(see reliability), the fictional text gives imaginative existence to
worlds, objects, and states of affairs by simply describing them.
In creating what is objectively a non-actual PW, the fictional
text establishes a new actual world which imposes its laws on the
reader and determines its own horizon of possibilities.”!

This, however, does not invalidate our basic assumption
about narrative plausibility. The phenomenology of reading



will probably adhere to the principle of minimal departure,
namely, when readers construct fictional worlds, they fill in
the gaps in the text by assuming the similarity of the fictional
world to their own experiential reality [emphasis mine].”
However fictitious the created world is, readers will relate it to
the real world as they conceive it.

Without such reference to experiential reality, music finds
different means of achieving cohesion and coherence, of
becoming convincing and aesthetically satisfying. It devotes
special attention to formal relations, proportions, symmetries.
Werner Wolf finds the capacity of music to create coherence
beyond the dictates of narrative mimesis in structural self-
referentiality.>

How is, then, narrative musicalized from the perspective
herein invoked? It is musicalized if it departs from (mimetic)
hetero-referentiality [...] dictated by the extratextual reality
evoked; and sometimes even from grammatical correctness |[...]
It betrays a marked tendency towards the formation of patterns
of recurrences (on the phonological, syntactic, semantic or the-
matic levels), this producing an unusual self-referentiality of the
text.>* A musicalized narrative detracts the readers from the
content, by making them aware of formal construction, while
emptying the text of its meaning.”> Analyzing DeQuincey’s
Dream Fugue, Wolf searches for ways in which the author
maintains aesthetic coherence for a tendentially amorphous sub-
ject [which...] defies a treatment in terms of traditional narra-
tive logic and established narrative genres. Imposing the highly
structured fugal procedures serves a compensatory function for
the creation of an aesthetic coherence which otherwise threatens
to get lost.>®

Put in a different way, in musicalized fiction signifiers pre-
dominate over signifieds. Syntax tends to behave as semantics:
the meaning is located in syntactic relations themselves. “Syn-
tax” is used not only in the linguistic sense: we have already
indicated that by analogy with linguistics, narratologists tried
to establish some kind of narrative grammars, with narrative
units like sequences, functions etc. combined in a way com-
parable to linguistics. Musicalized fiction can easily be rather
metafictional: fiction experimenting with its own form in order
to create meaning. In this way, even a novel of ideas such as
Huxley’s Point Counter Point (or arguably Mann’s Zauberberg)
acquire musical qualities: by imposing a musical structure the
author somehow strips them of their meaning as intellectual
constructs, and treats them as the means to art rather than as
ends in themselves.>”

One last thought may serve well as a springboard for a later
portion of this paper. Once again, I quote Werner Wolf, namely
his claim that musicalization occurs when narrative departs
from the mimesis of outer reality in the direction of a mimesis
of consciousness.>® This makes a perfect match with my psy-
chological discussions that will occur towards the end of the

paper.

4. Narrative, Music and Myth

Myth is also a form of narrative: symbolic narrative present-
ing, however metaphorically, a world-picture, an insight into
life and fundamental truths, moral orientation, not a personal
imaginary biography, hence tend to be systematized, related to
each other.>® While ostensibly relating actual events, it cre-

ates a world which is temporally and spa-
tially undefined, and understood as exist-
ing apart from ordinary human experience.
Myth shares these properties with legends
and folktales, while being in opposition to
the classical Western European narrative lit-
erature. At the same time, this draws myth
closer to music, which creates its own time
(not to mention the tantalizing task of defin-
ing space in music). Like other narratives (as
understood in this paper) myth is expressed
in words, but it is the naive, unreflective man-
ifestation of linguistic thinking whose content
is not sharply divided into symbol and object,
but both tend to unite in a perfectly undif-
ferentiated fusion.®® This is again music-like
and it underpins Susanne Langer’s claim that
music is our myth of inner life.!

In order to elucidate the intricate relation-
ships within the myth-music-narrative tri-
angle, we need to reengage the question of
time. As everything of value and importance
was thought to have originally been revealed
to humanity by gods, human actions acquired
meaning only insofar as they repeated mythi-
cal models.%? Every meaningful act of the
primitive man or ancient civilizations is
the repetition of an archetypal gesture per-
formed by a deity or a hero. The Melanesian
fisherman, when he goes to sea, becomes
the hero Aori and is projected into mythical
time, into the moment when the paradigmatic
voyage took place.% Insofar as an act (or an
object) acquires a certain reality through the
repetition of certain paradigmatic gestures
[...] there is an implicit abolition of profane
time, of duration, of “history”.%* Imita-
tion of the archetypal model is, therefore,
a reactualization of the mythical moment
when the archetype revealed itself for the
first time; accordingly, the flow of profane
time is suspended and we are projected into
mythical time. The real, historical time is
abolished. The life of the archaic man - the
repetition of archetypal gestures that are
categories, not events — although unfolding
in time, does not bear the burden of time.
Cyclical cosmic time, in annulling time’s irre-
versibility and refusing history, allows the
individual to escape from the meaningless-
ness of profane reality’s incessant change.%
But this mythical time can also be musical
time. My previous discussion of temporality
has already suggested such a claim. Further
along these lines, Levi-Strauss asserts that
music and myth needed time in order to deny
it [...] music transmutes the segments devot-
ed to listening to it into a synchronic totality,
enclosed within itself. Because of the internal
organization of the musical work, the act of
listening to it immobilizes passing time... It
follows that by listening to music, and while
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we are listening to it, we enter into a kind of
immortality.5

The closer to myth, the closer to music:
that would be the most succinct way to for-
mulate narrative repercussions of the above
discussion. Leopold Bloom is a highly indi-
vidualized character, etched to the minut-
est detail, but he is also Everyman, and he
also repeats the paradigmatic journey of
Odysseus. By endlessly reiterating names
and characters, deconstructing temporal
relationships, bending the flow of time in a
circular shape (as Karol Berger said in a dif-
ferent context), Garcia Mdarquez as though
fixes the action and characters of his novel
Un cien aios de soledad in a time entirely
outside normal human experience, which is
also eternity; and his Macondo is the place,
and a place, and no place, and all places.
And so is Faulkner’s Yoknapatawpha, Zau-
berberg of Thomas Mann (an accomplished
musician), so is the mythical rendering of
ancient Caribbean history in a chapter from
El siglo de las luces by Alejo Carpentier (also
a musicologist)...

To anticipate a further portion of this
paper, I will draw attention to one more fact:
myth can also be regarded as a projection of
the unconscious. Orpheus’ journey to the
underworld is also a reaching for the deeper,
unconscious layers of human psyche. It is of
the utmost importance that such an under-
taking - such regressive motion, as psy-
choanalysts would call it - is accomplished
through the agency of music. Joseph Conrad
described a similar journey - in a concealed
and oblique way - in his masterpiece The
Heart of Darkness. As a matter of fact, the
Orpheus myth is a point where music, myth
and narrative converge brought together by
psychoanalysis.

5. Philosophy of Music in
Narrative Terms

Let us dwell for a little longer in the mytho-
logical world. Music, as we have seen, secured
the passage to the underworld. In his capi-
tal work The Principle of Hope (Das Prinzip
Hoffnung) Ernst Bloch discusses another
myth, the myth of Pan and Syrinx, as told in
Ovid’s Metamorphoses. Pan pursues a dryad,
Syrinx, who in fleeing him is trapped by the
waters of a river. Syrinx calls on the waters to
save her by transforming her. When Pan tries
to seize her he finds in his hand only a river
reed. While he is lamenting his loss a wind
moves in the reed-bank, producing notes
whose beauty moves Pan to construct the
instrument which bears his name. The sound

itself allows Pan the consolation of union with the nymph, who
is missing and yet remains present in the sound of the pipe. The
underworld may appear inaccessible and the nymph irretriev-
ably lost. Yet, if there is hope we can reach them, it lies in music.
Music is vested with some special, magical powers. We see it
across historical periods and across cultures. Music somehow
exerts magic control over the world, and has always been part
of magic rituals. Shamanistic rituals in particular show with
extraordinary clarity the fascinating role music plays in medi-
ating between the material and the spiritual world, between the
sacred and the profane.

Along similar tracks, in order to formulate some profound
truths, myth needed to regress - this term will become crucial
in the next section - from rational, logical, causal explanations
to a discourse which is irrational and symbolic. Can we specu-
late that music takes a step further, abandoning the rational
semantic residue left in myth, in order to reach an even more
profound truth? [M]usic, once it is separated from language and
hence abstract rather than mimetic, is capable of piercing the
veil of phenomena accessible to language and thereby reveal-
ing, as no other medium could, the noumenal realm beyond.
Music’s subject matter is now no longer human passion but infi-
nite totality.®” From Confucius to Friedrich Schelling, from
ancient India to Plato to Schopenhauer, music is regarded as
the primeval principle of the world, the rhythm of nature; while
other arts speak of the shadow, music speaks of the essence. Or
rather, music does not speak of it, but presents it, enables us to
experience it. Music is an expression of cosmic order, and at the
same time an agency which places human beings within that
order, reconciles them with it. From Rousseau through Hegel
and Marx, one of the great myths, or metanarratives, of moder-
nity is about the world that was once whole, was torn asunder
and internally split, but will in future be put together again.®
The symbol, indeed the vehicle of that reconciliation is music,
which thus becomes - quite in the spirit of Ernst Bloch’s ideas
- a truly utopian art.

Within such a framework of ideas we can pursue the fur-
thest and deepest-reaching goals. Yet, it is very difficult to
claim with any certainty what means does a narrative possess
for accomplishing such tasks: what new and specific means,
that is, other than those we have discussed so far. If we wanted
to be more specific, maybe we could start by insisting once
again on music’s predilection for simultaneity, and its capac-
ity for binding elements, even extremely diverse elements,
into a unified whole: a whole which can, paradoxically, appear
indivisible. By imposing a musical structure, a writer — a mod-
ernist novelist would be a good case in point - can present
the fragmented and instable existence in the modern world
and yet attain a sense of unity... In experiencing music and in
reading a musicalized novel...the discord between conflicting
positions and the negativity of fragmentation can be overcome.
By making this structure palpable, as it were, music is placed
in the center of meaning, not merely an organizing principle
but as an art rich with philosophical connotations that play a
role in the world view of the novel.®® Fugal structure, which
has repeatedly been the choice of such writers, thus provides
amodel of an ordered structure of life, consubstantial with the
greater cosmic order.



6. Psychology in Narrative and Music

6.1. Expressive Potential

Are there any psychological effects, or psychological reac-
tions that are peculiar to music, and which a narrative cannot
achieve unless it somehow approaches music? We might think
of music’s alleged ability to capture and express the subtlest
nuances of the human emotional world, much more precisely
and completely than words can. Does music really possess that
ability? Hanslick says no. Stravinsky says no. Popular wisdom
says yes. And what a plethora of opinions: music expresses
emotions. Music creates emotions. Music allows insight into
emotion. Music allows the understanding of the logic of emo-
tions. Music imitates emotions. If we settle for yes to this type
of statements, then should we call musical a story which would
be like an emotional seismograph, which would record the
most delicate vibrations of the emotional world of its charac-
ters? I am not sure I can even attempt to resolve such issues
now. It is true that some writers, who are by other criteria con-
sidered musical, also tend to be very much concerned with
minute representation of the inner worlds of their characters
(Proust, Joyce, Virginia Woolf). Devices like interior mono-
logue and stream of consciousness have been frequently used
to that end. But consider the exact opposite: a narrative with
consistent external focalization - meaning the exclusion of
information related to the inner world of protagonist (as found,
say, in Robbe-Grillet)? Could it be said that such a narrative
becomes musicalized by virtue of certain depersonalization,
as discussed above?

There is certainly much more to be said about narrative-
musical relations in the context of psychology. For instance, by
its ability to conflate past, present and future, also to collapse
distances that are associated with the visual sphere, it achieves
a kind of immediacy other arts find difficult to create. In no
other arts mental activities converge so much. As Diana Raft-
man says, knowledge of a musical work is “experienced”, “felt”
knowledge: knowing is feeling.”? Listeners intuitively grasp
the structure of a musical work, and that feeling is also under-
standing of the work. But if we are to reach the (ultimate?)
explanation for musicalizing procedures, to discover the source
of musicalization, from which all other levels emanate, as it
were, we would do well to invoke the psychoanalytic model of
human mind.

6.2. Psychoanalysis as the Key to
Musicalization

I contend that of all the arts music is closest to the archaic,
primary modes of mental functioning.”! Psychoanalytic devel-
opmental theory claims that the affects that are first expe-
rienced in individual development are located at the most
archaic core of mental structure. They long precede language,
and are extremely difficult to verbalize: in the infant’s world,
words are only acoustic sensations, lacking the semantic com-
ponent. At the earliest stage of development the world was first
represented as an auditory image. Let us not forget that we are
born with the faculty of hearing and even with considerable
pre-natal auditory experience. It is precarious to make any def-
inite claims about the nature of those primal auditory images,

but it appears that the most fundamental is
repetitive auditory imagery (imprints of the
heartbeat?), for it is precisely repetition that
enables the first division into the auditory
figure and auditory background noise. Per-
haps this is what Roland Barthes’s statement
about repetition being the first form given to
man actually means.

Mental functions perform an integrative
role, securing the unity of affect and a corre-
sponding image; accordingly, powerful pri-
mordial affects are associated precisely with
sound imagery. This mode of representation
yields at a later stage to visual representa-
tion (again with corresponding affects); yet
at a later stage our experience begins to be
shaped according to verbal laws. As the mind
develops, mental activities move from uncon-
scious primary processes directed towards
the internal, subjective realm and present-
ing experiences outside the framework of
formal logic, towards secondary processes
related to external reality and to verbal lan-
guage. These new structures do not dissolve
the archaic ones: they exist simultaneously;
however, the archaic structures are relegated
to the unconscious. Such is the narrative of
mental development.

Artistic creation, complex as it is, involves
the emergence of these earlier mental states,
which exist within every human being as a
kind of mental substrata. All forms of art
imply creative processes that psychoanalysts
call “creative regression”, i.e. withdrawing
from the reality to fantasy. Fantasy, in its
turn, may be conceived as verbal form, visu-
al image, or auditory representation. With
some simplification, we can even grade the
arts according to the depth of regression (See
Example 9).

Thus, painting tends to be more deeply
regressive than literature, and music more
deeply than painting. Whether in arts or life
in general, there is nothing like a fixed ratio
between primary and secondary processes,
nothing like clear-cut separation, or “divi-
sion of labor”. There is permanent interplay
between the conscious and unconscious oper-
ating both in the creator and the recipient of
a work of art. I am inclined to hypothesize
that fiction can utilize certain means to go
further along the regressive path, approach-
ing the threshold of the archaic, preverbal
psyche. When it does, we may perceive it as
musicalized.

How does the archaic mind function?

Psychoanalysis teaches us that the expe-
rience repressed into the unconscious
undergoes certain transformations.”? These
transformations are best studied in dreams:
the royal road to the unconscious as Freud
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Example 9. - Arts according to the depth of regression

Regression in various arts

literature regression toward
verbalized fantasy

regressive motion

visual arts abandons verbal domain
and is expressed through
{dream, myth) visual images

B further regressive motion
music abandons pictorial domain;
expression through
auditory sensations

famously claimed. Thus, in the extensively
studied dream of Freud’s probably most
famous patient known as Wolf Man, a wolf
from his picture book is multiplied and/or
fragmented into six or seven of them. The
wolves — white as sheep, with dogs’ ears and
foxes’ tails (all important childhood memo-
ries) — constitute a condensed image. Wolves
stare at the dreamer, which is actually he
himself staring at his parents’ sexual inter-
course: his guilty stare displaced onto wolves,
turned into its opposite. Having said this, I
have enumerated the most important pri-
mary process transformations. Such are the
changes that latent dream thoughts undergo
to be represented by manifest dream content,
which is parallel to a postulate of narrative
theory that narrative is a representation of a
series of events. One might perhaps spot an
analogy with Tarasti’s distinction between
structure of communication and structure
of signification.”> Namely, the distortions of
images in dream often serve the purpose of
making the repressed content acceptable for
the dreamer; they enable communication
between different strata of the psyche.
Another feature of dream experience is its
relation to time and space. Like music, dream
is in the present. Things we imagine, remem-
ber or express in words according to the rules
of secondary processes, appear in dream as
here and now. Constraints of space do not
apply, temporal relations are obliterated.
Related to condensation is the fact that the
archaic experience of the world implies the
so-called oceanic feeling, feeling of fusion
with the external world, without clear dis-
tinction between the internal and external
realities. It is later, through the process of
individuation, that the boundaries between I
and not-I become more clearly defined. It has
been noted that some musicians apparently

possess the ability to retain those earlier modes of understand-
ing the world, including internal-external ambiguity: Tartini,
Brahms, Wagner, Bruch, Puccini, Richard Strauss sometimes
claimed that their music originated from an outside source.”

This brings us to an important point that the rules of pri-
mary processes also govern a great deal of music. The above
indicated transformations are actually typical of thematic
procedures in music.”> The most obvious is multiplication:
musical analogy is repetition,’® and I have already insisted on
the fact that no art can sustain as much repetition as music.
Fragmentation in music can be carried to the extreme, as we
have seen in Webern, Example 5. Condensation is something
music achieves with extraordinary facility: it is striking in the
Beethoven Example 8 how elements of the second theme are
grafted, as it were, onto the variation of the first. Polyphony, for
that matter can also be thought of as a form of condensation.

Furthermore, a typical cadential gesture may easily serve to
initiate a composition or a section thereof, in which we readily
recognize an instance of turning something into its opposite.
This might be a good time to recall Susanne Langer’s state-
ment about music expressing opposites simultaneously.”” Con-
trary to formal logic, but perfectly in accordance with primary
processes.

Music can even recreate the primordial oceanic feeling by
inducing - more frequently than any other art - the so-called
aesthetic peak experience. One aspect of such experience is a
feeling of the dissolution of the boundaries between the self
and the outside world, and fusing with the musical work.

So far, I have (hopefully) demonstrated a degree of isomor-
phism existing between archaic mental structures and musi-
cal structures. Werner Wolf’s statement about music being
“mimesis of the conscious” should probably be altered to read
“mimesis of the unconscious.” And if we have made a claim
that music is capable of transforming the cosmic order into
sound, we now see that this order is also the order of human
mind. Verbal medium is by far less comfortable with primary
process transformations. For instance, through words we dif-
ferentiate, we separate the thing from its opposite as Charlotte
Balkany said, after Saussure. The statement “A” implies “not
B”, “not C” etc. In doing so, we exclude the possibility of con-
densation or fusion. Naming is a basic secondary mechanism.”
It would be extremely difficult even to imagine a verbal ana-



logue to our Penderecki example (Example 4). None the less,
products of language, narrative or otherwise, do have certain
means at their disposal to recreate archaic modes of mental
functioning. Basically, we have been discussing them from the
beginning of this paper; there are not many new processes and
strategies that I can introduce, but the already familiar ones
will be in the following summary put in the psychoanalytic
perspective:

o A verbal construct cannot, of course, recreate exactly the
preverbal state of early mental organization and music. It can,
however, approach it by breaking down syntax, and beyond
that, by decomposing words, stripping them of meaning or
using linguistic units as mere phonetic material.

o My analysis of the syntactic level has previously demon-
strated processes such as repetition or fragmentation, which we
have now identified as primary process transformations. I can-
not resist the temptation, though, to add a few examples more.
The case study is again Ulysses. Throughout the novel Bloom
is duplicated with Henry Flower. There is a rational explana-
tion: he uses an alias. But in the most phantasmagoric and
hallucinatory “Circe” episode, Henry Flower is an actual pres-
ence, alongside Bloom. Another minor, but marvelous detail.
In “Sirens”, there is a fragment of a ditty which reads ...she’s a
factory lass, and wears no fancy clothes. In “Circe” there appear
factory lasses [multiplication] with fancy clothes [turning into
opposite]. Another point is demonstrated by these examples:
primary processes, dream, music - they don’t verbalize, they
don’t assert, they present. An alias becomes an actual charac-
ter, characters from a song materialize. Note also that frag-
mentation not only occurs locally (here and at countless other
occasions), but also on the global scale: whatever coherence
- linguistic, narrative, psychological - existed throughout the
first 14 chapters, it breaks down in the “Circe” episode, which
then serves as a kind of development section to the novel.

« Condensation has also been documented both in linguistic
units and in characters, but I will indulge myself with a few
examples more. Shakespeare who “crows with a black capon’s
laugh” is a condensation - very peculiar indeed, yet so dream-
like - of Shakespeare and the cock whose crowing announces
the retreat of the old King Hamlet’s ghost. Events or narrative
sequences blending into one another, becoming barely distin-
guishable from one another, intertwining narrative trends: this
can also be a form of condensation.””

o When in Ulysses Father Dolan’s head - Stephen’s childhood
memory - springs out of the pianola, the boundaries between
the internal and external realities are obliterated. Finnegans
Wake carries the process of the dissolution and merging of
characters to the furthest point literature can reach. Such cases
clearly exemplify the oceanic feeling, characteristic of the ear-
liest experience of the world. Therefore, I see this as a fresh
argument that a depersonalization or de-individuation of the
narrative agency is a symptom of musicalization.

« Condensation and oceanic feeling provide definitive argu-
ment against literary polyphony. The deeper the regression
the more naturally the blending will occur. Quite common in
music, plausible in visual arts (think of simultaneous perspec-
tives in Picasso’s or Braque’s pictures)... But through words we
differentiate, remember.

« The unconscious is free from time constraints. Thus, after
being treated on several levels, specific temporal modes previ-
ously discussed become firmly rooted in the psychology of the
unconscious mind.

« The unconscious also has no recourse
to formal logic. A(n) (seemingly) illogical
sequence of actions, lack of cause-effect rela-
tionships, self-contradicting statements etc.
could then be regarded as symptoms of pri-
mary process influences.

o To complete this summary, let us recall
once more that myth also presents itself
rather than makes assertions; moreover, it is
certainly not to be taken in its literal mean-
ing; it is free from the temporal and spatial
constraints of experiential reality; it unfolds
events in ways that greatly resemble dreams.
Indeed, the oldest surviving mythology -
that of Australian Aborigines - is known as
Dreaming or Dreamtime.

Conclusions

To round off this paper I am going to ask
three questions:

1) When can we say that a narrative is truly
musical?

2) How narrative a narrative can remain,
after having undergone musicalizing proce-
dures?

3) Why would we want to have a musical
narrative? Why can’t we let each of them go
their separate ways?

The first question will be dealt with briefly.
For a narrative to be truly musical we would
ideally want all levels to be represented in the
manner described throughout this paper;
they all should somehow be telescoped,
converging, directed by primary process
transformations. And it is always a matter of
degrees, not rigid categories.

Concerning the second question, early
on in this paper I quoted M-L.Ryan’s cri-
teria of narrativity and the concept of the
degrees of narrativity. It is not about being
either narrative or non-narrative; rather it is
about being more or less narrative. In many
respects, music and narrative have similar
means and similar goals. Narrative tension
is in perfect accord with tension in music.
Suspense-curiosity-surprise is something we
readily experience in music. Teleology is a
property of narrative, but also of tonal music.
Assessing a narrative against these criteria,
we can easily conclude that musicality does
no harm to narrativity. Ryan’s conditions say
nothing about acoustic aspects. No contra-
dictions between musicality and narrativ-
ity there. However, not all of her conditions
fare so well in the process of musicalization.
Repetitiveness is precisely what contra-
dicts narrativity. Music can also be highly
anti-teleological. Another contradiction.
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She postulates the selection of events. This
doesn’t agree with Ulysses which deliberately
renounces selection, and purports to pres-
ent everything his protagonists thought or
said on that day. And what about characters,
what about the world a narrative is supposed
to represent? I wouldn’t go along with Alan
Shockley who claimed that a prose work that
approaches music fails as a narrative,’’ but
whether this de-referentialization, de-indi-
vidualization and de-temporalization I have
frequently indicated as symptoms of musical-
ity also entail a certain degree of de-narrativ-
ization is something to think about. After
all, Charles Dickens’ Great Expectations, or
Joanne Rowling’s Harry Potter novels are
extremely narrative, yet they do not strike
me as particularly musical. James Joyce, on
the contrary, from Dubliners to Ulysses to
Finnegan becomes increasingly musical, yet
decreasingly narrative.

Finally, with the last question we shift
from asking how narrative becomes musi-
cal to why it does so. We seek to explain why
writers have explored musicalizing possibili-
ties, often with a substantial conscious effort.
And why, from the opposite perspective,
have researchers been quick to spot musi-
cal effects, even when no evidence has been
provided by authors? There may be a variety
of reasons. Writers sometime like to experi-
ment with various literary techniques - this
is particularly true of modernist fiction - so
why not also with musicalizing techniques?
Phillip Quarles from Point Counter Point
says that explicitly. But there are psycho-
logical reasons I would like to underscore,
so I will reiterate the point that primary and
secondary mental processes exist simultane-
ously, in a permanent struggle for primacy,
rather than static equilibrium; this dynamic
force is ever-present. Our life is not simply
divided in two separate compartments. As
much as language plays such a central part
in human life [...] tends to shape, organize,
and help to control all mental phenomena and
processes! so do primary processes push to
reach and enrich the conscious mind. Insofar
as music is created not by a preverbal infant,
but by a mature creator whose world is very
much shaped by language; insofar as music
is created within a culture that is strongly
informed by language; insofar as a great
deal of knowledge about music is transmit-
ted verbally - music cannot be a world apart,
sharply opposed to words, free from the laws
governing secondary processes, most of all
language. Insofar as language is created and
acquired by a mind that retains its archaic
preverbal layers it must contain at least ves-
tiges of primary-process modes of function-
ing. A work of art - any art — may occupy

any position along that scale. Music in the ineffability of its
effects and elusiveness of its meaning appears to be more awe-
inspiring than other arts. Music as the hope that reconciliation
between ourselves and the world is possible; music (as Ernst
Bloch would have it) as the force that draws forth the inner
world and helps it break thought the falseness of the world:
these are no small achievements, and therefore we should per-
haps heed Walter Pater’s assertion that all arts aspire to the
condition of music.
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Munow 3amxanux*
KAKO HAPATUB MOXXE BUTU MY3UKAJIAH?
KOJINKO MY3UKAJIAH MOXE BUTU HAPATUB?
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OpurnHamHu HAYIHN pajy

Casxxerak: HapaTuBHa KIbM>KEBHOCT M MY3UKa, Ka0 BUJOBU YMETHOCTH,
flene HU3 3ajeJHUYKMX KapaKTepUCTHKa, HocebHO MMajyhm y Bupy ma
je y oba ciydaja ped 0 yMEeTHOCTMIMA Koje ce OfiBUjajy y BpeMeHy. Vcro-
BpEMEHO, OHE Ce Y HU3y CBOjUX acIeKaTa 3HaTHO Pasnukyjy. Moxe ce
YOUUTH fia je 3HaTaH OpOj cTBapasala, 13 jefHOT M1 U3 APYroT JOMEHa,
MOKYIIaBao fa Te pasnuke nsMehy wux npemoctu. OBaj paj HacToju
fla CICTeMaTusyje HauMHe Ha Koje HapaTMBHM TEKCT OCTBapyje edexre
6rmucke My3sU4IKMM. Mysu4Ky yTUIIaj OCTBAPYjy ce HAa CBUM HUBOMMA:
HUBOY JIMHTBUCTHYKOr omuca (poHomoruja, Mopdonoruja, CMHTaKCa,
CeMaHTHUKa), HUBOY I7I06a/THe KOHCTPYKIUje KII)KEBHOT IeIa, leTOBOT
TEMIIOPA/THOT aCTeKTa, OMIITUX HPUHINUIIA KOHCTPYKIMje, ICUXONIO-
IIKOT [le/I0Baba; MoceOHO he ce MCIMTUBATY OXHOCK Y TPOYITY My3UKa
— MUT — KIbJDKEBHOCT, a YKasahe ce 1 Ha ofpebene punosodcke nmmnn-
kanuje. ITokasahe ce ja X/byd 3a MysMKanmsaumjy nexu y ICuxoaHa-
JTUTUYIKOM TyMaderby /by/ICKOT YMa, Ha OCHOBY KOjer Cce MO>Xe TBPAUTHI
7ia je Off CBMX YMETHOCTH MY3UKa HajoIyKa IIPMMAapHUM IPOLecuMa 1
apXaMYHUM MOJYCHMMA MEHTATHOT QYHKIMOHNCawka. Y CKIafy C TUM,
HapaTUBHM TeKCT he 6MTH 6/IVKM MY3UIIM YKONMKO Ce Y BeMy O4MTYjy
HOCTYIIV KOHZeH3aIuje, pparMeHTanyje, MyITUIINKAIIMje — YIIPaBO
OHM IIpoLeCH KOjI/I Cy TUIINYHU 3a (byHKI_U/IOHI/ICaHae HECBECHUX, apXxa-
MYHUX MEHTATHUX CTPYKTypa (KaKBU Ce TaKohe oma’kajy y CHOBUMa).
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Kibyune peun: Hapatus, Mysukannsanuja, [lojc, ncuxoananmsa, mmHr-
BUCTMKA, MUT, IPYMApHY I POLecu

* Mumom 3arkanuk (1959), KOMIIO3UTOP ¥ MY3SHMYKM TeOpeTudap.
Penosun nmpodecop na Kategpu 3a Mysnuky teopujy Pakynera Mysud-
Ke ymeTHOCTH ¥ Beorpany.



Bojrex ®pajt 1921. ropuHe y BpeMe cTyauja Ha IIpaiikoM KoH3epBaTopujymy



Abare, Keponaju (Abbate, Carolyn),
45

Anten6epr, Iletep (Altenberg, Petar),
11

Apuep, Bunnjam (Archer, William),
30, 41

Bapen, JIajonen (Budden, Lionel), 19,
20

bajmancku, Munas, 5

banon, Hukona, 12, 18, 22, 24

Bapr, Ponas (Barthes, Roland), 44,
59, 62

Baprok, bena (Bartok, Béla), 51

Bax, Joxan Cebactujan (Bach, Johann
Sebastian), 46

Baxtun, Muxaun (Bakhtin, Mikhail),
42,52

Beker, Cemjyen (Becket, Samuel), 35

Beprep, Kapon (Berger, Karol), 57, 58

Bepu, Bomac (Berry, Wallace), 50, 51

Bepuic, Entonu (Burgess, Anthony),
45, 50

Berosew, JIynsur BaH (Beethoven,
Ludwig van), 11, 23, 47, 51, 53, 56, 60

Bujennh, Josan, 12

bunnukn, Cranucnas, 2, 14, 15, 23

bnam, Mapkyc, 15, 16

bnam, Muxajno, 15, 24

Brawm, Padanno, 24

Brox, Epuct (Bloch, Ernst), 58, 62

Brym, Jleonnong (Bloom, Leopold), 50,
51, 52

Bourwaxkosuh, Jbybomup, 14, 16

Bpak, JKopxx (Braque, Georges) 61

Bpawmc, Joxanec (Brahms, Johannes),
60

Bpopnn, Jocud, 24

Bpyx, Makc (Bruch, Max), 60

Byrapuuosnh, Murebopr, 14

bysun, Munas, 12, 15, 16, 24

Baruep, Puxapp (Wagner, Richard),
23, 31, 35, 49, 51, 60

Bebep, Kapn Mapuja ¢pon (Weber,
Karl Maria von), 35, 37

BebepH, Auton (Webern, Anton), 48,
49, 60

MHIEKC IMEHA
INDEX OF NAMES

Bepexunp, ®pank (Wedekind,
Frank), 11

Beppan, Bannas, 16

Bepnu, Bysene (Verdi, Giuseppe), 11,
16

Bepdin, ©pann (Werfel, Franz), 11

Becuh, MBaHa, 21

Bujemwascku, Xenpu (Wieniawaki,
Henri), 12, 13, 15

Bujeran, Aupu (Vieuxtemps, Henry),
13

Bunasep, Cranucnas, 12, 24

Bojuosuh, VBo, 12

Bond, Bepuep (Wolf, Werner), 44, 46,
57,60

Bynd, Bupynuuja (Woolf, Virginia),
52,59

Tere, Bongraur gon (Goethe,
Wolfgang von), 34

I'nyk, Kpucrod Bunnbang (Gluck,
Christoph Wilibald) 36, 40

Tony6osuh, Bunoje, 21

Hapcu, Bopen (Darcy, Warren), 50

I Bopxax, JTeommong (Leopold
Dvoi4k), 14, 23

e Ksuncu (DeQuincey), 52, 57

Iura, Kak (Dugast, Jacques), 22, 25

Iukenc, Yaprc (Dickens, Charles),
61, 62

Homunuc, VMBas, 16

Hout, EMumn, 14

HocrojeBckn, @jomop (JocToeBckmit,
dénop), 52

Oymunh, Mapuja, 25

Hopbesuh, Jparosmyo, 25
E6or, [Toprep (Abbott, Porter), 55

Kener, XKepap (Genette, Gerard), 39
JKusanosuh, Iparomy6, 23

3acraBHukosuh, 3ara, 25

3acrasuukosuh, Muxajno J. 16, 17, 18,
20, 22, 24, 25

3arkanuk, Muou, 1, 44, 62, 63, 64

3euesuh, AHa, 28, 42

Vinuh, Bojucnas 8

Jupasuex, Jocud (Jiranek, Josif), 13, 23
JoBanosuh, Mnagen M., 14, 23
Joxcumoswuh, Boxupap, 24

Jypuunh, Ypour, 11

Kajsep, Bondraur (Keiser, Wolfgang),
42

Kapabopbesuh, I1erap, 10

Kapanuh, Byk, 3

KapmnenTujep, Anexo (Carpentier,
Alejo), 55, 56, 58

Kadxa, ®panry (Kafka, Franc), 11

Kemnnus, Bunujam (Caplin, William),
50, 51, 54, 55

Kusu, ITurep (Kivy, Peter), 54

Knaju, Xyro, 29

Knoxwuh, CresaH, 7

Komesuh Cserosap, 42

Konpag, ITosed (Conrad, Joseph), 58

Koyw, Exsapn (Cone, Edward), 54

Kpajaunh, loppana, 23, 25

Kpam, Bragumnp, 32, 33, 34, 37, 41

Kpamep, Ilonaran (Kramer,
Jonathan), 55, 63

Kpmxanuh, [jep, 12

Kpcruh, Janua, 11

Kpcruh, Ierap, 11, 16

Janrep, Cysan (Langer, Suzanne),
53,54

Jlesu-Crpoc, Knog (Levi-Strauss,
Claude), 55, 57

Jlexo, Anexcanpap, 24

Jleoukasano, Pyhepo (Leoncavalo,
Ruggerio), 23

Jurertn, Beph (Ligeti, Gyorgy), 47

JIuct, ©pany (Liszt, Franz) 51

Jlorap, Muxosur, 5, 14, 16



wrgeke wmena

Majep6ep, Hakomo (Meyerbeer,
Giacomo), 11

Manek Mnabu, 11

Marnek CreBaH, 16

Mamn, Tomac (Mann, Thomas), 45, 58

Manojnosnh, Kocra,14, 25

Manojnosuh, Torra, 12

Manojnosuh, LIBeTx0,2

Mapxnnen, X1HKo, 14, 23

Mapwnukosuh, Hopbe, 25

Mapwnakosuh, Jocud, 11

Mapxkep, CreBaH, 12,

Mepnuh, Xpucrusna, 10, 21

Menpencon, ®ennkc (Mendelsohn,
Felix), 11

Mepra, ®pan, 12, 23

Meprn, Kapno, 12

Munojesuh, Munoje, 6, 8, 24

Munojesuh, Munoje, 6, 7, 8

Muoppar, Ilpenpar, 3, 8

Moxkpaman, Josan, 14

Moxkpaman, Mapuja Muna, 5

Moxkpamaii, CreBan Crojanosuh,
2-8,11, 16

Mowutesepau, Knayano (Monteverdi,
Claudio), 35, 40, 41

Mouapr, Bondranr Amazneyc (Mozart,
Wolfganag Amadeus), 46, 49

Mypej, T'eoprec, 31

Hacracnjesnh, Momunro, 12

Hacracujesuh, Cetomup, 14, 24

Harje, JKan->Xak (Nattiez, Jean-
Jacques), 45

Hewmeuek, Jocun, 14

Huwurn, Buhecnas, 14

Onwmen, bajpon (Almén, Byron), 62

Onppuuek, Opantuuiek (Ondricek,
Franti$ek), 11, 22

OpgBej, Cxot (Ordway, Scott), 52

ITaBnosuh, CreBan, 21

[Taranwan, Hukono (Paganini,
Nicolo), 11, 15

ITanaBuunay, Ierap, 12

ITayHp, Espa (Pound, Ezra), 50

[TayHoBuh, Munenko, 14

ITamhan, CeeTonuk, 14

[Menpepenkn, Kmnmrod (Penderecki,
Krzysztof), 47, 61

ITepuh, Hopbe, 21, 24

ITerpoBuh - Anac, Muxajno, 12

ITuxaco, I[Ta6mo (Picasso, Pablo), 61

Iloxopnmu, JparyTus, 14

IIpyct, Mapcen (Proust, Marcel), 52,
53, 56, 59

[Tyunun, Bakomo (Puccini, Giacomo),
16, 60

IMymxkun, Anexcanpap (ITymxus,
Arnexcanpp), 52

Pasen, Mopuc (Ravel, Maurice), 49

Paxkuh, Munasu, 24

Padmen, Jajana (Raffman, Diana),
58, 59

Penpia, Buhecnas, 14

Pujen, Mapu-Jlop (Ryan,
Marie-Laure), 56

Poynunr, [loana (Rowling, Joanne), 61

Pyxmnuka, Josan, 11,

Capacare, [Ta670 me (Sarasate, [Tablo
de), 12, 14

Caprp, ’Kau Ilon (Sartre, Jean Paul),
53

Cary, Epux (Satie, Eric), 55, 60

Csenjcen, Joxan Ceepus (Svendsen,
Johan Severin), 12

Csobopa, Jocud, 24

Ceneckosuh, Casa, 14

Cno6opa, Llou (Sloboda, John), 47

CwmetaHa, bemxux (Smetana,
Bedfich), 23

Crajuh, [lerap, 16

CranucinaBcku, KoHcTaHTUH
Ceprejesuy (CTaHUCTaBCKUIL,
Koncrautun Cepreesny), 29, 37

Cranojesuh, Cranoje, 12

Crojanosuh, [ly6paska, 22

Crojanosuh, ITerap, 14

Crpasuucky, Vrop (CrpaBuHckuii,
Vrops), 59

Cypuo, Etjen (Souriau, Etienne), 33

TajueBnh, Mapko, 16

Tapactu, Epo (Tarasti, Eero), 55, 60

Taprama, I'Buso, 12

Taptuun, I'supo (Tartini, Giuseppe),
60

Tomaruesuh, KarapnHa, 22

Typunckun, Bojucnas, 14

Typnaxos, CrobopaH, 22

Ry6punosuh, Baca, 22

Yjesnh, Tus, 12
Ypb6aH, JoBau (Jan), 14

®oxuep, Bunujam (Faulkner,
William), 52

®pajt Bojtex, 10-26, 65

®pajr MarpganeHa, 11, 22, 23, 24

®pajt, Banynas, 11, 22, 24, 26

®pajt, EMunuja, 13, 23, 25

®pajT, JoBan, 2,4, 5, 6, 7, 8, 10-26

@pajr, lynmuna, 24

®pajT, Cresas, 13, 23

®pajrar, I'ycras, 31

®pojx, Curmynp (Freud, Sigmund),
47,60

dyentec, Kapnoc (Fuentes, Carlos),
55,56

Xajmyk Bemko, 3, 25

Xakcnn, Onpgoc (Huxley, Aldous) 45,
46, 52, 53, 57

Xenoxocku, ITejmc (Hepokoski,
James), 50

Xpuctuh, Cresan, 14, 16

Xywmi, Banas, 22

HUpmwancku, Muon, 12

Yomcku, Hoam (Chomsky, Noam), 47

Ilojc, Ilejmc (Joyce, Jamec), 49, 50, 53,
56, 59

[Madapux, Pyxa, 24

[Mexcnup, Bunujam (Shakespeare,
William), 39, 61

Mlenuur, @puppux (Schelling,
Friedrich), 58

[len6epr Apuong (Shoenberg,
Arnold), 45, 49, 52

[Menkep, Xajupux (Schenker,
Hajnrih), 45, 47

IIxapka, Puxapm, 23

ok, Anen (Shockley, Allan), 61,
62

[Momnen, ®pepepuk (Chopin,
Frederick), 13, 49

[Momnenxayep, Aptyp (Schopenhauer,
Arthur), 58

IItajrep, Emnn (Steiger, Emil), 37

Mlromna, 11

IItpayc, Puxapg (Strauss, Richard),
60

My6ept, Opany (Schubert, Franz), 52



Peyensenitiu y o6om 6pojy

Ip Anexcangap Bacuh
Hay4HM capafHuK Mysukonomkor nucturyra CAHY

IOp Munena Meguh
moueHT Ha Kareapu sa reopujy @axynrera mysudke ymerHoctn y Beorpany

Op Mumnoje Hukonuh
penoBHu mpodecop Ha Karenpu 3a Teopujy Gakynrera Mysudke ymeTHOCTH ¥ Beorpany

CIP - Katanorusauuja y my6nmnkanuju
Hapopnna 6u6nuorexa y Cp6uju, beorpan

78

Muzicki talas / editor in chief Hristina Medié. — 1994,
br.1- .- Belgrade (Gospodar Jovanova 63) Clio,
1994- (Belgrade : Skripta internacional). - 30 cm

Godisnje. - Tekst na srp. i engl. jez.
ISSN 0354-9313 = Muzicki talas
COBISS.SR-ID 125211143




fogmuHa 19 Bpoj 42/2013 440 gunapa
- 2 MlBa BeKa CTAPOTpajicke noeauje
3 U cPNCKUK necHuka (1793-1993)

Havoti, hasonn n rpewHnum
—onepe Anppena LHnteea

ApamatHyHo y APaMH M Onepu

lfoguwa 17 Bpoj 40/2011
My

® AHapuh M My3MKa

e bxaparaHaTtjam nnec
y Beorpagy

’
T A BA C

UCTAP — MHCTPYMEHTA/IHU TEATAP

Toguwa 18 Bpoj 41/2012 432 guapa

® YTHUaj YeWKuX My3 v
¥ Huwy y 19. 1 20. Bek

® DUNMCKa MY3HKa

L L3
RN AR RN RN RN NN R RN RN RN RanRaRRIRIN

Topuwa 16 Bpoj 39/2010 432 Amnapa
&

TpaHchopmaumja eogehe
ynore gMpvredTa
¥ HHTEpPNpeTauMiM My3nKe

JyBunej Kowosuhese
onepe KowTtaHa

KoMno3MTopM y BuULLE nuua

Mysuuka noetuka lycraea
Manepa

-f;;’

CLIO lzdavacko preduzece CLIO, Gospodar Jovanova 63, 11 000 Beograd, Srbija
tel: 011 3035 696, 3288 471, fax: 011 2624 334, info@clio.rs, www.clio.rs







