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EXPERIENCES IN ADAPTING POST-BYZANTINE CHANT
INTO FOREIGN LANGUAGES: RESEARCH AND PRAXIS

Abstract: This article presents the current state of the research and practical metho-
dology of the adaptation of Byzantine melodies written in the “New Method” into fo-
reign languages, with Romanian, English and Finnish serving as examples. The
adaptation of independent, “fixed” melodies as well as metrical liturgical texts (pro-
somoia and canons) are examined. The challenges emerging in adapting Byzantine
chant into Finnish are also discussed. The author also suggests some future subjects
for research, which include the synthesis of examining arrangements in both “Old”
and “New Method”.
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Byzantine psaltic art was created in the Byzantine Empire, whose of-
ficial language was Greek. The music was developed in close relation to the
poetical text (hymnography), which naturally influenced the musical struc-
tures of Byzantine melodies. From the very beginning of Christianity, the
translation of church chants into new languages of the Christian world was
supported in the Eastern parts of the Church in particular. The universality
of the Church did not require the use of certain “holy” languages: the very
idea of Pentecost and the foundation of the Church at this particular event
did not allow the Holy Apostles to preach in one language but in the lan-
guage of every people, as the Acts of the Apostles states: “Now when this
was noised abroad, the multitude came together, and were confounded, be-
cause that every man heard them speak in his own language” (Acts. 2:6).

This also led to a diversity of church music traditions. In the first
millennium, or at least parts of it, these musical traditions had some Byzan-
tine influences, but they themselves were not mere adaptations of Byzantine
melodies, excluding some curiosities. The first adaptation of Byzantine
chanting tradition itself was its use in the Slavonic-speaking churches,
which eventually led to the development of the znamenny rospev in the
lands of Rus'. Other Slavic churches (Serbian and Bulgarian) preserved
mainly Byzantine tradition, modifying it to correspond to their needs. How-
ever, the discussion of this part of the tradition of adaptation lies outside the
scope of this article.!

! One of the most classical presentations of the adaptation of Byzantine musical influences
into Kievan-Russian chant is M. Velimirovi¢, Studies on the fragmenta Chiliandarica
Palaeoslavica I, Byzantine elements in early Slavic chant: the Hirmologion, Monumenta
Musicae Byzantinae, Copenhagen 1960. The Serbian Slavonic adaptations have been
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This article concentrates on the adaptations made into foreign lan-
guages using the New Method presented by the Three Teachers.” These
adaptations have become particularly popular in the Romanian and Bulgar-
ian churches, in which almost the whole chant repertoire was translated and
published already during the 19™ century. During the 20" century, interest
in Byzantine chant increased in many regions, including most of the Eng-
lish-speaking Orthodox regions, as a result of immigration from tradition-
ally Orthodox countries (on account of Communist regimes, for example)
and, on the other hand, as a consequence of the missionary work conducted
in these regions. Byzantine chant in the Arabic language has become an or-
dinary phenomenon (for example, in Lebanon), but there are also many ad-
aptations in English and in French. In addition, there have been experiments
in Finnish (by the author of this article), Estonian, Spanish, Albanian and
Norwegian, for example. | have taken into closer consideration the Roma-
nian, English and Finnish adaptations of Byzantine music, because each one
of them represents a different kind of field: Romanian has a long history of
Byzantine music, English is a “new” liturgical language and Finnish is lin-
guistically particularly interesting because of its non-Indo-European roots. |
will not examine the history of these adaptations here, but will instead con-
centrate on their methodology.

Research

Romanian researchers have studied many classical adaptations from
the 19th century made by Anton Pann, Macarie leromonahul (Hieromonk)
and Dimitrie Suceveanu, for example. Both the history® and the methodol-
ogy of these arrangements have been examined, especially with respect to
the Anastasimataria, which were the first collections translated into Roma-
nian using the “New Method”.*

examined for example by Sara — Vesna Peno in some of her articles of which two have been
included in the bibliography of this paper.

2 This refers to the notational reform of the three chanters, Chourmouzios Chartofylax,
Gregorios Protopsaltes and Archimandrite Chrysanthos in 1814. The reform presented a new,
more analytical neumatic notation to replace the older, stenographical notation.

3 A rather good overall view of the history of these adaptations is by A. M. Dumitrescu,
“Byzantine Musical Tradition in Romania as Revealed in Romanian Anastasimataria (19"—
20" centuries)”, in: The Traditions of Orthodox Music, Joensuu 2007, 30-40. This article
also includes a good bibliography, most of which is unfortunately available only in Roma-
nian. | have nevertheless included the most important of these in the bibliography of this
article.

* A very enlightening article concerning the methodology of the Anastasimataria is C. Moisil,
“The Romanian Versions of Petros Lampadarios’ Anastasimatarion. Observations Regarding
the Principles of Music Adaptation”, in: Cantus Planus, Budapest 2006, 151-170. In addition
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In the English-speaking world, a very famous example of these adap-
tations can be seen in the work of Hieromonk Ephraim of St. Anthony’s
monastery, Arizona. His research is mainly practical and secondarily aca-
demic; however, his ideas of adaptations were very useful for many com-
posers and chanters of Byzantine music worldwide. He has compiled exten-
sive lists of melodic formulae® used in the sticheraric, heirmological and
papadical genres.® He also wrote a fine general presentation of the adapta-
tions of Byzantine music into various languages,’ in which he expressed his
approval of following the examples of those languages that have a strong
tradition of singing Byzantine chant (i.e. Romanian and Slavonic).

The Byzantine music adaptations of Priestmonk Ephraim and some
other authors have been discussed by Protopsaltes John Michael Boyer,?
who agrees with Fr. Ephraim’s formulaic approach to Psalmody. As far as |
know, in addition to Fr. Ephraim’s article, this is one of the few published
presentations concerning the present state of Byzantine music adaptations in
English.

Concerning Finnish adaptations, there are only one article and a
Master’s thesis by the author of this paper, which have been listed in the
bibliography.

Adapting “Fixed” Melodies

In this chapter, | will concentrate on the adaptation of independent
melodies, regardless of their genre, papadic, sticheraric or heirmological,
because the methodology used in all these genres should be approximately
the same. Very good instructions and descriptions of translating these melo-
dies were presented by Hieromonk Macarie. He states that “we are obliged
to keep the melody unchanged too, and if there should be more or fewer

to Moisil, at least Elena Chircev has studied Macarie’s methods of adaptation, but again only
in Romanian.

® These formulae can be found on the web site:
http://stanthonysmonastery.org/music/Formula.html.

® However, this terminology is only partially correct. According to modern concepts,
sticheraric melodies are all melodies that are used in the singing of stichera, and sometimes
they include formulae in which only one or two notes correspond to one syllable — this sylla-
bicity is in some 20th century theoretikons confusingly called “heirmologic”. | prefer to use
the terms “short” — syntomon (usually one or two notes on a syllable), “medium slow”— argo-
syntomon (two to four notes on a syllable) or “slow” (a whole melodic phrase on a syllable).
" Concerning Adaptation, http://stanthonysmonastery.org/music/Adaptation.htm.

8 J. M. Boyer, “The Transcription, Adaptation and Composition of Traditional Byzantine
Chant in the English Language. An American’s Brief Look at the United States”, Proce-
edings of the st International Conference of the American Society of Byzantine Music and
Hymnography. http://www.asbmbh.pitt.edu/page12/Boyer.pdf.
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syllables, and unsuitable accents, be very careful in replacing them...”.? This
preservation of the original melody, however, as Moisil correctly points out,
means that some changes in the melody should be made, because not mak-
ing them would alter the whole ideology of the music — i.e., the formulaic
structure of the psaltic art: “Putting those very signs on a word that is twice
as long or as short than the Greek one is sheer stupidity. (...) Also, altering
the melodic flow because of the shortness or length of words is utterly
wrong, and a sin”.*?

As an example, I present the Stichology “Pune, Doamne” of the first
mode from Macarie’s Anastasimatarion.™ It is most probably an adaptation
from the corresponding stichology of the Anastasimatarion of Petros Ephe-
sios.* In the following example 1 | have listed some musical features from
both compositions. The number explains how often the feature occurs, and
the number in brackets gives the number of the verse in question.

Example 1.

Petros Ephesios Macarie Ieromonahul
Phrases with a gorgon 24 31
Verses from Di 16 19
A low Ke note 1(12) 1(12)
A high Ni’ note 4(3.,4.,14,16.) 4(3.,4.,14.,16.)
Phrases ending on Ni 1(12) 1(12)

In this table, we notice that the two versions of the text are not exactly
the same according to musical criteria: the phrases including gorgon or
verses starting from “Di” do not correspond. However, typical melodic ef-
fects used in the first mode (on the three last rows of the table) are put in the
same places in the same verses, usually in order to express the affect of the
word in question.

ON. M. Popescu, Stiri noi despre Macarie leromonahul, Biserica Ortodoxa Romana, 8, 1915,
apud T. Moisescu, Prolegomene bizantine, 125, quoted from C. Moisil, op. cit., 155.

19 Macarie leromonahul, Irmologion sau Katavasieru Musicesc, Vienna 1823, vi, quoted in
C. Moisil, op. cit., 156.

1 Macarie leromonahul, Anastasimatar bisericesc, Vienna 1823, 2-5. This work was a basis
for other Romanian Anastasimataria printed in the 19" and 20" and was in use until World
War Il (cf. C. Moisil, op. cit., 154).

2 Néov Avaotactuatdpiov, Metadoaobev kato v veddavn péBodov TG HOLOIKNG.
‘Eido0év  omovdn) pév Emmovew Tov  povokoAoywwtatov ITétgov ‘Edeciov. Ev 1@
Bovkouvgeatiov veoovotdatw Tunoyeadeion 1820, 2-5.
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A similar phenomenon can be found in Hieromonk Ephraim’s adap-
tation of the kekragarion in the first mode.* This adaptation has been writ-
ten following the model of Ioannes Protopsaltes’ version of Petros Pelopon-
nesios’ Anastasimatarion.'* | have compiled a diagram (example 2) of both
melodies depicting the melodic structure of the hymn:

Example 2.

The Greek melody.

Fr Ephraim’s melody

e ey Akt

It is possible to see in these diagrams that Ephraim’s arrangement ap-
proximately follows the structure of the original Greek melody, while modi-
fying it sufficiently to fit the English language better. Thus Ephraim has
followed the principles put forward by Macarie.

Metrical Forms: The Problems of Using Liturgical Texts

Most of the texts use in Byzantine hymnography follow certain met-
rical models.”® In the case of the idiomela, this problem is secondary,
because these texts are sung as independent compositions. Greater problems
occur when canons and prosomoia are translated into new languages.'®

13 Cf. www.stanthonysmonastery.org/music/Vespers/b2100_Lord_I_have_cried.pdf

14 Avaotaoiuataglov agyov kai ovvtopov, Medomom)Bev Umo TTétgov Aapmadagiov kal
daokevaoBev VO Twavvov TlowtoPaAtov. "Exkdoon 151. AdeAdotns BeoAdywv 1) ZOH
2005, 9.

%5 In the case of Byzantine literature, these metrical patterns are rather dynamic and based on
word stresses rather than prosodic (based on the length of syllables) as in ancient Greek
poetry. This is on account of the fact that Greek pronunciation gradually lost different vowel
lengths and dynamic stresses took on more importance.

16 In these both cases model melodies (in canons heirmoi and in the case of prosomoia
automela) offer both a rhythmical, a melodic and a metric model for the texts that follow
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This is also the most extensive part of Orthodox hymnography, and thus it
presents more challenges. When examining old Church Slavonic trans-
lations of liturgical texts, it has been noted that in some cases the metre has
been considered, while in others it has not. This has also been pointed out
by Milo§ Velimirovié."” The use of non-metrical texts eventually led to
abandoning the use of the podoben model melodies in Slavic chant. In
current Russian practice, all stichera are sung with a single automelon.

In earlier Romanian translations, written in the 19" century, the texts
only partly follow the original Greek metre. My example (no. 3) is from the
Anastai!matarion, kathisma-automelon of the third mode with its proso-
moion.

Example 3.

Number of syllables

Tnv woadtta g mapBeviag cov, 12
Kat tO OeQAaUTOV TO TS dyveiag oov, 12
o l'apomA katamAayeic époa oot Oeotdke: 16
[Tolov oot EYKWHLOV, MEooAYAYwW EMAELOV 15
Tl d¢ dvoudow o€ 7
amopw kat éElotapat 8
d10 g mEooETAYNV Bow oot 10
Xaige 1 Kexaotrtwpévn. 9
De frumusetea fecioriei tale 11
si de prealuminata curatia ta 12
Gavriil mirandu se a strigat tie, Nascatoare de Dumnezeu: 20
Ce lauda vrednica voi aduce tie, 13
ce te voi numi pre tine? 8
Nu ma pricep $i ma minunez, 9
pentru aceasta precum mi s-a poruncit strig Tie: 15
Bucurite Ceea ce esti cu daruri daruita. 16

them. Thus the chanter can sing tens or even hundreds of different hymns with the same me-
lody.

M. Velimirovié, op. cit., 53-60.

18 The Greek text is from Avaotaciuartapiov dpyov xai ovvropov, MeAomom0ev 0rd TléToov
Aapmadagiov kat daxokevacBev 01O Twdvvov TTowtopdAtov. "Exdoon 151. AdeAdpotng
BeoAdywv 1) ZQH 2005, 119, and the Romanian text from Anastasimatar, Cuviosului Macarie
Ieromonahul, Editura Bizantina 2002, 124-125.
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De neschimbarea dumnezeirii Tale, 12
si de Patima Ta cea de bunavoie Doamne, 14
intru sine spaimantandu se iadul s-a tanguit. 15
Ma cutremur de Ipostasul Celnestricat al Trupului, 17
vad pre Cel nevazut 6
in taind luptandu Se cu mine 10
pentru a ceasta si aceia pre care i tin striga: 16
Slava Hristoase milostivirii Tale. 12

As we can see, the Romanian text does not follow the number of syl-
lables provided by the Greek example precisely. The Romanian texts of the
same kathisma melody do not correspond to each other, either. This can lead
the chanter into two situations: either the melody has to be sung “by heart”*®
or a new melody has to be composed for each hymn. Both solutions have
disadvantages: in the first case, it becomes impossible to sing together, and
in the second, the melodic repertoire would grow significantly and the litur-
gical chanting books would be both too large and too expensive. Also, if the
chanter is not familiar enough with neumatic notation, the great advantage
of using model melodies, often learnt only by hearing, disappears. In both
solutions, however, the ideal is to preserve as many melodic elements as
possible from the original automelon, in order to preserve the musical rich-
ness of singing these texts.

The only language — as far as | know — that has systematically used
metrical translations, is English. Metrical translations have been created
both by Fr. Seraphim Dedes and the Holy Transfiguration monastery. How-
ever, these translations can never be as natural as metrically free transla-
tions, a remark made also by John Michael Boyer.” But the undisputed ad-
vantage of them is that they can directly follow the original Greek
automelon, without altering it to the extent that singing the melody by heart
would become impossible. | continue to use the same example from
Anastasimatarion® as earlier (no. 4):

1% This is a common expression used in modern Greek terminology of chanting (om'$£w)
when we want to say that the melody is being improvised according to the formulaic rules of
Byzantine music.

203, M. Boyer, op. cit., http://www.asbmh.pitt.edu/page12/Boyer.pdf, 574.

2! The translation is from Sunday Matins Music, translated and adapted by Fr. Seraphim
Dedes, Pittsbourgh 2004, 19.
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Example 4.

Number of syllables

Seeing the beauty of your virginity, 12
and how your purity shone forth resplendently, 12
amazed was Gabriel who cried to you thus, O Theotokos: 16
What shall | present to you as a worthy encomium? 15
What shall | address you as? 7
At a loss and perplexed am |. 8
And therefore |, as ordered, cry out to you: 11
Rejoice, O Maiden full of grace! 8
We the believers now theologize about 12
the inexplicable, incomprehensible 12
unspoken mystery of Your crucifixion and resurrection. 16
For today the realm of death and of Hades has been despoiled, 15
and vested is the human race 8
with incorruptibility. 8
And therefore in thanksgiving we cry aloud: 11
Glory to Your resurrection, O Christ. 10

This automelon and its prosomoion follow the Greek prototype rather
faithfully with only minor changes in the number of syllables. These kinds
of changes, nevertheless, often occur in the Greek texts as well and can be
simply passed by adding an extra note here and there.

The texts follow the Greek model also with respect to word stresses.
In the next table, the sign “U” indicates a stressed syllable and “—” a non-

stressed syllable:

Example 5.
Seeing the beauty Number of THv @pordTno, Number of
syllables syllables
U--U--U--U-- 12 U--U--U--U-- 12
U--U--U--U-- 12 U--U--U--U-- 12
-U-U---U-U----U- 16 -U-U---U-U----U- 16
U---U----U--U-- 15 Uu---U----U--U-- 15
U---U-U 7 U---U-U 7
--U--U-- 8 --U--U-- 8
-U---U--U-- 11 -U---U--U- 10
-U---U-U 9 U------ U- 9
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What would be, then, the correct way of approaching metrical texts?
A metrical translation would, of course, be ideal, perhaps so that the autom-
elon could be adapted, with minor changes, to correspond to the language in
guestion. If a metrical translation seems unnatural, uncomfortable or incom-
prehensible, it should be substituted with a free, prosaic translation, still
possibly preserving an number of syllables close enough to the original
model. In the latter case, melodies should be composed for each troparion
separately or improvised by each singer. Naturally, when standard liturgical
translations exist, as in Church Slavonic, we should perhaps not try to
change the translations but act as would best suit the language.

Adapting Byzantine Chant into a Non-Indo-European Language™

As may be gleaned from the comments above, the language in ques-
tion has an important role in adapting the melody: the formulaic tradition
itself respects syllables and their stresses. My personal interest in adapting
Byzantine music has emerged from my own experiences in translating litur-
gical texts and melodies into my mother tongue, Finnish. The Finnish lan-
guage belongs to the Uralic language group, namely to the Finno-Ugric
family, and has remarkable grammatical differences in comparison with
Indo-European languages, which have generally dominated in the Byzantine
musical world. The only substantial Byzantine chanting tradition that exists
in a non-Indo-European language is Arabic chant, but it appears to me that
their understanding of the formulaic structure of the Byzantine music, in
comparison with other traditions, is limited.*®

In the Finnish language, for example, the length of a vowel (and a
consonant) still has an important role in understanding the meaning of the
word. The word tuuli (pronounced with a long u sound) means wind, while
tuli (pronounced with a short u sound) means fire. This could create strange
misunderstandings. Thus, putting any kind of melismas on these short sylla-
bles should clearly be avoided.

Another typical feature of the Finno-Ugric languages is the word
stress, which is always placed on the first syllable of the word, regardless of

22 A more detailed description of this topic is presented in J. Olkinuora, “The Adaptation of
Byzantine Chant into Finnish”, in: Composing and Chanting in the Orthodox Church,
Joensuu 2009, 142-152.

2 This view of mine is supported by Priestmonk Ephraim. According to him, “it should be
pointed out, though, that Byzantine music in Arabic very frequently inserts extra syllables
into formulae of Greek Byzantine music. Therefore, one could justifiably argue that this
standard practice of theirs is not wrong but merely represents a different tradition that is well
established”. (Concerning Adaptation,http://stanthonysmonastery.org/music/Adaptation.htm)
Thus I would not consider this tradition as a prototype for a new chanting tradition, but rather
follow the Greek Byzantine models.
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its length. In Greek, the word stress is always on one of the last three sylla-
bles. This leads to the fact that some multisyllabic melodic formulae be-
come useless in the Finnish language, as well as many formulae beginning
with a non-stressed syllable. In the course of time, perhaps, some new for-
mulae will be created to fit the Finnish language better. In my own adapta-
tions, | have tried to follow the model of Macarie leromonahul in preserving
the structure and effects of the original Greek melody while altering the
melody to suit the Finnish text better. However, in some cases this has been
a very difficult task because of the different word order in the two languages
and the linguistic characteristics tmentioned above. My experience is that it
is necessary to be more innovative than Macarie was.

These problems have also been particularly challenging in the few
metrical experiments that have been made in the Finnish language. | have
translated the Small supplicatory canon of the Theotokos (Mukpog
ToPOKANTIKOG Kavmv) together with Nun Kristoduli into a metrical Finnish
text. We had to take into consideration both the metrical and melodic struc-
tures of the original words: in many cases, putting a short vowel even on a
slightly melismatic formula changed the meaning. Also, in many cases, the
Greek text began with a non-stressed syllable, which made it necessary to
add a monosyllabic — often exclamation — in the beginning of the phrase.
Nevertheless, we were able to preserve the original meaning of the text be-
cause Finnish has a rather free word order, especially in poetical texts.
I would still consideration this translation as a curiosity and not as a model
for translating all metrical liturgical texts, particularly because of the lack of
resources. New translations of liturgical texts into Finnish are at the moment
being written: metrical structures could, perhaps, be taken into consideration
by avoiding a surplus of words in comparison with the original Greek text.

Instead of an Epilogue: New Challenges in the Research
and Praxis of Adaptation

As presented in this article, different kinds of experiments and solu-
tions have been discovered concerning the translation of the Byzantine
chant into new languages. Adaptations, nevertheless, predominantly repre-
sent only a small part of the Byzantine chanting tradition, i.e., the analytical
versions of hymns written by the Three Teachers and their followers mainly
during the 19" century. It seems that the greatest challenge for the work of
adaptation in the future will be the adaptation of Byzantine melodies written
originally in the “Old Notation”.** Some translations of these hymns have

24 It is very understandable that research in this field has not been conducted with any
frequency, because this repertory is rather rare even in Greece. It is mainly used in Athonite
monasteries in which longer services are conducted, and some parishes. My impression is
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been made, but the most important question is: could these melodies be
written also in the “Old Notation”? The fact that the psaltic art follows a
formulaic structure has been widely acknowledged, but the lists of formulae
do not take into consideration the basis of those very formulae, the “Old
Notation”.

On the other hand, some researche examines the adaptations made in
the old notation, mainly in the Romanian language by Filothei sin Agai Jipa
in the 18" century. A synthesis of these two research traditions could solve
many problems in the future adaptations of the older melodies. In my opin-
ion, the study of these adaptations should always happen in cooperation
with musicians and chanters themselves. This also serves the Orthodox
Church in following the spirit of the psaltic art without altering its ideology.
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Jaaxo Onkunyopa

HNCKYCTBA TITPUJIATOBABABA ITOCTBU3AHTUICKOI TIOJABA
CTPAHUM JE3ULIUMA: UCTPAXKMBAIE U ITPAKCA
(Pe3nme)

[ojauky mpakcy npaBociaBHE IPKBE Y BEITUKOM CTETIEHY KapaKTepu-
1e mpeBoheme — ajanTaiyja IPKBEHNX HAleBa MpeMa JIUTYPTHjCKUM TEKC-
TOBMMAa Ha ,,HOBUM®’ je3UllMMa y CpeMHaMa y KOjuMa HCTa MOYUIbe Ja ce
jaBjba. Menoauje, yCIOBHO PEUEHO, BU3AHTH]CKOT I0jarma Cy ¢ TOKOM Bpe-
MeHa npuiarohaBaiie pas3MuUTAM je3ULUMa, Kao IITO Cy PyMYHCKH, CJIO-
BEHCKH, aparcky, eHriIeckd, (ppanirycku u GuHCKU. Y (OKYyCy OBOT paja je
WCTITUBAKE PYMYHCKHUX, CHIJIECKUX M (UHCKHUX apaHXMaHa, ca OCBPTOM
Ha BHUXO0Be UcTopujare. Ha ocHOBaMa pyMyHCKOT je3nka Beh je yoOmmueHa
ojadka TPaauIja, TOK Ce 3a SHTIIECKU MOXe peh 1a je HOBH je3HK jeTHO-
rJIaCHE LPKBEHE MY3HMKE 32 KOjy KOPUCTHMO Ha3WMB BH3aHTHjcKa. DUHCKH,
Ka0 He-MHIOEBPOIICKH jE3UK, IPEICTaBJhba HOBU M3a30B y MIPUMEHH IIpeIam-
CKOT TI0jarba MPUMapHO OOIMKOBAHOT IIpeMa 0COOEHOCTIMA IPUKOT je3UKa.

UctpaxkuBame U3 OBOT JOMEHA CIPOBEACHO je y PymyHHju u pesyin-
TaTH cy 00jaBJ/bCHU YTJIaBHOM Ha PYMYHCKOM je3uky. Takole, Heku pagoBu
Cy MHCaHH HAa EHIJIECKOM je3WKy, a Haj3HauajHUjH IOTPUHOC MPE/ICTaBIba
IOyradyka JIMCTa MeJIoJujcKuX (GopmMylia Koje je objaBuo jepomoHax Jedpem
n3 manactupa Ceeror AHTOHHWja y Apusonu. McrpaxuBama y OUHCKO] cy
3a caJla OrpaHWYeHa Ha PajioBE ayTopa OBOT TEKCTa.

HesaBucHe, ,,ycTajbeHe™ MEJIO/IHje MOTY C€ MPUJIAr0JUTH CTPAHOM je-
3WKY yIIOTPeOOM MEIOANjCKUX (OopMyJia KOje Cy KapaKTePUCTHYHE 3a CBAKU
TJIaC OCMOTJIACHOT cucTeMa. Mmak, cTpyKTypa OpUrHHAIHE TPUYKe MEJIOJHje
Tpebano Ou na ocTaHe HempoMmemeHa. OBakaB CTaB 3aCTYIao je jepoMOHax
Makapwuje, pymyHcku my3uuap u3 XIX Beka, u jepomoHax Jedpem, koju je
JlaHac aKTHBaH.

MeTpHuky TEKCTOBU KOjH TOJpa3yMeBajy onpeheHe menomujcke mMo-
nene (MOJOOHM W TpOTApW KaHOHA) TMPEJACTaBIbajy HM3BECHY TEIIKONy y
aJIanTalliju HaTleBa YKOJIMKO MPEBOJIMIIALL JKEITU Jla cauyBa (DIIyeHTHOCT je-
3MYKOT HM3paza. Y 00orociry:k0eHUM KibUTaMa Ha €HTJIECKOM je3MKY 3acCTyII-
JbEHHU Cy METPUYKHU MPEBOAM, IOK Y OHHM Ha PYyMYHCKOM jE3UKY TEKCTOBU
HE mpaTe I'PUYKy METPUKY. Y OBOM CIIy4ajy, CBaka Menoauja Tpeda aa Oyze
HE caMO MPOJAYKT KOMIIOHOBama WJIM HMIIpOBH3alMje IMojia, Beh je
MOKEJHHO Ja CE CauyBajy HEKe O]l KapaKTePHUCTUUHUX MEJOJIN]jCKUX JIMHMja
JaToOr MEJIOAM]jCKOT MOZeTa.
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[oxymaju npunarolaBama BU3aHTHjCKOT T0jamba (PUHCKOM je3uKy H
Jajbe Cy MaJloOpPOjHY, alH C€ UIAK MOXKE MIPUMETHTH Ja ce y TOM IpOoLecy
YIJIaBHOM JIOCJIETHO MPaTH CTPYKTYpa YTBPHEHHX MENOIUjCKuX (opMya.
Nmnak, 300r Iyrux ¥ KpaTKUX CaMOTJIaCHHWKA M aKIeHaTa KOjU ce YBEK Haja-
37 Ha TIPBOM CIIOTY PeUH, jaBJbajy ce OpojHe moTemkohe.

[pensior 3a Oyayhe ucTpaxuBame y apamXupamy BU3aHTH]CKOT I10-
jama jecTe CHHTE3a pa3MaTpaHHX aJamnTanuja Kako CTapor, TaKO W HOBOT
merona. OcHOBa HOBHX (hopMylia ce Halas3u y T3B. CTApOM METO[Y, a CTPYK-
Type THX HCTHX (OpMYyJia CE€ MOTY JOCIEIHO MPATUTH U MOPEIUTH aKo ce
MOTY 3alMcaTH U cTapujuM o0JIMKOM HoTanuje. OBaKaB HAUMH ajganTaluje
6u Tpebayo Ja MOMOTrHe y ycaraiaBamy CTapHjer BU3aHTHjCKOT U TOCTBH-
3aHTUjCKOT MY3UUKOT pereproapa.
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