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Abstract: The subject of research in this paper is the specific manifestation of asso-
ciative tonality and tonal-harmonic third relations in Strauss’s opera Elektra. Origi-
nating from the analytical discourse of several authors, dedicated to opera and music
drama, associative tonality is a dramatic-tonal concept within which a certain key is
consistently associated with a specific dramatic element, such as character, collectiv-
ity, event, feeling and more. In addition to the strong presence of associative keys
related to the dramatic characters, Elektra is distinctly characterized by a chromatic
and doubly-chromatic third relation that occurs both between chords and between
keys. It is important for the harmonic language of the opera that these two types of
relations that are formed between keys, at certain moments become more important
than the manifestation of one particular key. New achievements in the field of herme-
neutic musical analysis represent the initial assumption in this paper, and within these
achievements it is possible to talk about the interpretive analysis of harmony as an
interpretation of an opera or music drama. The paper aims to examine the ways in
which associative tonality, on the one hand, and two types of third relationships be-
tween keys and between chords, on the other hand, function as instances of interpre-

* The paper is based on a part of the research conducted in the PhD dissertation of the
author. See: Marko Aleksi¢, MA, The Role of Harmony in the Formation of a Network of
Interpretative Relations in German Opera and the Symphonic Lied of the Second Half of
the Nineteenth and the Beginning of the Twentieth Century, Belgrade, 2021 (mentor: dis-
tinguished professor Ana Stefanovi¢, PhD).
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tation, which would provide a deep or completely new understanding of the elements
of dramatic structure.

Keywords: harmony, associative tonality, interpretive analysis, Richard Strauss, Elek-
tra, chromatic third relationship, doubly-chromatic relationship.

Theoretical assumptions of associative tonality

The associative use of tonality, simply and more often in recent literature re-
ferred to as associative tonality, represents a specific type of semantic mani-
festation of tonality in opera and music drama, within which a certain key is
consistently associated with a specific dramatic element, such as a character,
collectivity, event, situation or feeling. The American musicologist Robert
Bailey (1937-2012) dealt with this phenomenon most consistently in his
work. In his analysis of Richard Wagner’s (1813-1883) Der Ring des Nibelun-
gen, Bailey points to two ways of realizing tonal associativity, from which one
can understand the power of its potential within the tonal system of music
drama: “First of all, specific melodies or motives can be associated with a
particular pitch level; and secondly, a particular tonality can be associated
with particular characters or, in the earlier operas, with underlying dramatic
themes”! Some authors emphasize associative tonality as a concept that is
more important for an opera than the melodic representation of the dramatic
element, in its usual leitmotif sense, taking into account the premise that
“persons and ideas may be associated with keys as well as with tunes. But a
focus on tonality rather than on theme draws attention to structure rather
than to form”? Although this attitude obviously points to the superiority of
tonal associativity over melodic associativity, it is necessary to point out at
this moment an important aspect of the relationship between leitmotif and
associative tonality. Namely, the leitmotif may or may not be related to asso-
ciative tonality:* understood in its basic meaning, as a melodic-rhythmic con-

1 Robert Bailey, “The Structure of the ‘Ring’ and Its Evolution”, 19*-Century Music, 1/1,
1977, 51.

2 J. P. E. Harper-Scott, “Medieval Romance and Wagner’s Musical Narrative in the
‘Ring”™, 19th-Century Music, 32/3, 2009, 230.

3 At this point, it seems important to point out that associative tonality signifies a phe-
nomenon that is sometimes called leittonalitdit (leit-tonality) in the literature. In this
paper, we opted for the use of the term associative tonality, due to the fact that in the
contemporary literature dealing with the tonal system of Wagner’s and Richard Strauss’
(1864-1949) operas, the term associative tonality is mainly used, but also because in that
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figuration, the leitmotif can be in a certain key, i.e. in its “own” key, and in that
case both the leitmotif and that certain associative key are referentially con-
nected with the same dramatic element; however, if the leitmotif, as, there-
fore, primarily a melodic-rhythmic configuration, is transposed into other
tonality/tonalities, only the leitmotif will have a referential connection with
that dramatic element, but not the key. Very often, the semantic field of asso-
ciative tonality is extended to certain chords or to certain harmonic functions
that can be related to a specific dramatic element. The same thing applies to
such an “associative chord”: it can appear in the preferred key (usually it is
the key that is either the first in which such a chord appeared, or the one that
accompanies the largest number of occurrences of that chord, in the course
of the opera), but will have the same associative meaning when it appears in
a different key. In the latter case, in order to define the correct meaning of
such an “associative chord”, and finally, for the undisturbed auditory percep-
tion of this chord, it is usually necessary that the chord itself has a very spe-
cific sonority (to mention but an example of the “Tristan chord”, with its
characteristic juncture of the French sixth and chromatic suspension, or the
“Elektra chord”, with its bitonal pairing of triads). Therefore, Bailey insists
that we view associative tonality as a concept that extends its meaning to
wider structural units and is often so strong in the overall tonal framework of
the piece, that the tonal context of that piece is not only adapted to associa-
tive keys, but also formed by associative keys.* Bailey considers associative
tonality to be one of the four specific tonal concepts that strongly character-
ize Wagner’s music (along with classical, expressive and directional tonality)
and through which the ways in which the composer uses tonality for narra-
tive purposes are presented.> However, Matthew Bribitzer-Stull, who signifi-
cantly upgraded Bailey’s theory, emphasizes that of these four concepts, the
last three occupy a central place precisely because they are not only tonal but
also dramatic-tonal concepts.® In that sense, the dramatic component of as-

literature, in comparison with the one that deals with leittonalitt, the interpretive poten-
tial of such a manifestation of tonality is nevertheless more comprehensively elaborated.
4 Cf. Robert Bailey, op. cit., 53.

5 Cf. Ibid., pp. 48-61; Robert Bailey, “An Analytical Study of the Sketches and Drafts’, in:
Robert Bailey (Ed.), Wagner: Prelude and Transfiguration from ‘Tristan und Isolde’, New
York, Norton, 1985, 113-146.

6 Cf. Matthew Bribitzer-Stull, “The End of ‘Die Feen’ and Wagner’s Beginnings: Multiple
Approaches to an Early Example of Double-Tonic Complex, Associative Theme and
Wagnerian Form”, Music Analysis, 111/25, 2006, 321-322.
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sociative tonality will be the focus of this paper. Along with Bailey, his stu-
dent Patrick McCreless and Bribitzer-Stull, many other scientists in the world
of music theory and musicology deal with the issue of associative tonality.”
Also important is the fact that key associations are largely pre-conceived by
composers, which, in addition to studies dedicated to Wagner, is confirmed
by those who deal with the operas of Richard Strauss.?

Associative Tonality and Tonal/Harmonic Third-Relations in Elektra

There is no doubt, therefore, that in Strauss’s Elektra, which will be in the
analytical focus of this paper, there is a manifestation of associative tonality.
At the same time, one of the basic characteristics of the harmonic language of
this opera is the third-relations, primarily those that are formed between
keys, and then those that one can perceive in the relationship between indi-
vidual chords within one key. There are three types of third-relations in Elek-
tra, which are usually found in tonal music: the diatonic, chromatic and
doubly-chromatic third relationship.® Of particular importance are the sec-

7 Among the authors who wrote on associative tonality are Alfred Lorenz (1868-1939),
Carl Dahlhaus (1928-1989), but also Warren J. Darcy, Nors Josephson, Reinhold Brink-
mann (1934-2010), Tethys Carpenter, and many others.

8 Derrick Puffett (1946-1996) writes on Strauss’ Salome: “(...,) we can see that Strauss
was thinking in terms of ‘associative tonality, the technique of dramatic key association
he had inherited from Wagner. (...,) his entire tonal scheme was implicit in his earliest,
pre-sketch annotations to the play; it only remained for him to work it out in detail”
(Derrick Puffett, Richard Strauss: ‘Salome’. Cambridge-New York-Melbourne: Cam-
bridge University Press, 1989, 47). Also, cf. Bryan Gilliam, Richard Strausss ‘Elektra’,
New York, Oxford University Press, 1991, 208, 215.

° The diatonic third relationship is a relationship between two triads whose roots are
related by a major third or minor third, and contain two common tones. This relation-
ship is shared by two chords of the opposite mode - one is major triad, and the other is
minor triad (e. g. triads of C - E - G and A - C - E, respectively, are diatonic third-re-
lated; likewise, triads of C - E - G and E - G - B, respectively, are diatonic third-related,
etc.). The Chromatic third relationship is a relationship between two triads whose roots
are related by a major third or minor third, and contain one common tone. This relation-
ship is shared by two chords of the same mode - both are major triads or minor triads (e.
g. triads of C - E - G and A - C sharp - E, respectively, are chromatic third-related; like-
wise, the triads of C - E - G and A flat - C - E flat, respectively, are chromatic third-re-
lated, etc.). Finally, the doubly-chromatic third relationship is a relationship shared by
two chords of the opposite mode, with roots a third apart and no common tones (e. g.
triads of C - E - G and A flat - C flat - E flat, respectively, are doubly-chromatic third-
related; similarly, triads of C - E - G and E flat - G flat - B flat, respectively, are doubly-
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ond and third types of third relationship. Starting from the assumption that
the harmonic language of an opera can generally be subjected to hermeneu-
tic musical analysis, we will try to consider the interpretive possibilities of
these two specific harmonic concepts — associative tonality, and third-rela-
tions between chords and/or keys. These concepts, in addition to being man-
ifested in the usual way - as dramatic-tonal, and tonal/harmonic concepts,
respectively — intersect and permeate in a specific way and thus enable the
interpretation of dramatic and textual meanings. The aim of this paper is,
therefore, to show the full capacity of the associative tonality and third-rela-
tions between chords and keys, both understood as instances of interpreta-
tion. In other words, the aim of the paper is to point out the ways in which
these two concepts provide a deep or completely new understanding of the
position of the dramatic characters and different states or feelings in the dra-
matic course of the opera.

ASSOCIATIVE TONALITY

At the beginning of this analysis, it is necessary to consider the basic aspects
of the manifestation of associative tonality in Strauss’ opera Elektra. The
starting premise in this regard is the fact that most of the characters in the
opera are related with their own associative key. Thus, among all the associa-
tive keys of the characters, E flat major is most strongly affirmed as the asso-
ciative key of Elektra’s sister Chrysothemis. E flat major accompanies most of
her appearances in the opera, and the specific strength of that associative key
is supported by the fact that in these situations its harmonic content is mostly
diatonic, which, given the style and harmonic language of the opera as a
whole, can be considered somewhat unexpected. C minor is the associative
key of Agamemnon - the father of Elektra, Chrysothemis and Orestes and
Klytaimnestra’s husband - and appears only when a reference is made to him
in the dramatic discourse, since this character never appears on stage and
since, more precisely, only the dead Agamemnon is relevant to this drama.
For this very reason, as we shall see, Agamemnon’s associative key will turn
out to be the associative key of death.!? Despite his modest appearance on the

chromatic third-related). Also, these relationships could be shared by two keys, if one of
three types of third relationships is shared by tonic triads of those two keys.

10 While according to some, C minor, as the associative key of death, represents at the
same time Agamemnon’s key, Bryan Gilliam asserts that C major, which marks the final
repentance for the assassination of the king, also can be taken as Agamemnon’s proper
associative key (cf. Bryan Gilliam, op. cit., 125).
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stage, Orestes is an unequivocally important figure in the opera, and it is un-
derstandable that he was also “assigned” an associative key — D minor. In this
case, too, Orestes’ key appears even when the character is not present on the
stage, that is, when he is only referred to in the libretto.!! F major is an asso-
ciative key of Aegisthus, Elektra’s stepfather, but in that associative meaning F
major very rarely appears as a properly affirmed key, established through cer-
tain chordal progressions. In fact, only one chord usually participates in ap-
pearances of F major, and that chord is a tonic sixth chord. Such a reduction
of F major’s harmonic content paradoxically supports its associative capacity,
so the occurrences of the tonic sixth chord of this key almost always have a
reference to Aegisthus. Although a high degree of agreement can be observed
in the theoretical literature on the issue of most associative keys in Elektra, in
certain cases there have not always been consistent interpretations. Thus, the
character of Klytimnestra, the wife of the murdered Agamemnon and Elek-
tra’s mother, is associated with F sharp major,!2 but also with B flat minor.!?
The latter one can also signify Agamemnon,!* although, as already pointed
out, he is associated with C minor. However, a kind of paradox of the opera’s
harmonic language is the fact that Elektra, being the main character, does not
have her own associative key, especially if we bear in mind that almost all the

11 Because D minor appears as a key background, and very often as but a chordal back-
ground (thanks to the tonic chord of this key) for utterances about Orestes or dramatic
situations in which false news of his death was announced (for example, at the moments
when Klytdmnestra announces that Orestes was killed in exile /rehearsal number 262/ or
when Chrysothemis is horrified and shouts Orestes is dead! / Orest ist tot!, reh. nr. 5a/bars
3-6/), this key is also considered an associative key of death (cf. Kurt Overhoff, Die Elek-
tra-Partitur von Richard Strauss: Ein Lehrbuch fiir die Technik der dramatischen Komposi-
tion. Salzburg: Pustet, 1978, 32; see: Carolyn Abbate, ,Elektra’s Voice: Music and
Language in Strauss’s Opera’, in: Derrick Puffett /Ed./, Richard Strauss: ‘Elektra’, Cam-
bridge - New York — Melbourne, Cambridge University Press, 1989, 110). Therefore, it
seems that it would be more precise to call this key, in the described situations, the as-
sociative key of the alleged death, since Orestes remains alive until the end of the opera.

12 Cf. Bryan Gilliam, op. cit., 72.

13 Cf. Derrick Puffett, “The Music of ‘Elektra’: Some Preliminary Thoughts”, in: Derrick
Puffett (Ed.), op. cit., 39.

14 Of the many harmonizations of the “Agamemnon motive”, for Arnold Whittall the
proper harmonization is the one in B minor, which enables the interpretation of this key
association proposed in this paper: “One important detail in the Fifth Maid’s defence of
Elektra is the appearance of the Agamemnon motive in the ‘correct’ B flat minor area, at
Fig. 20”7 (Arnold Whittall, “Dramatic Structure and Tonal Organisation”, in: Derrick Puf-
fett /Ed./, op. cit., 60).
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other characters have either the proper associative key (Chrysothemis, Or-
estes, Klytamnestra), or some kind of key associativity (tonic sixth chord of F
major, which signifies Aegisthus). Theorists and musicologists mainly see the
explanation of this unusual situation in the appearance of a specific chord
known as the ‘Elektra chord, which in a way compensates for the absence of
Elektra’s associative key, but also in giving another associative meaning to B
flat minor, signifying it as a key which could also refer to Elektra’s loneli-
ness.!®

Another kind of manifestation of this dramatic-tonal concept in Elektra
refers to the associative keys of events, states and feelings. Death is the state
and/or the event on which the entire drama in the opera is centered: the dead
Agamemnon is almost constantly part of the narrative, Klytimnestra and Ae-
gisthus are punished for Agamemnon’s death by their own death, and, finally,
the main character, Elektra, also dies herself. In this respect, C minor and E
flat minor are largely identified as keys which are associated with death.
However, this kind of key associativity can only be spoken of in connection
with the concrete death of an individual in the opera. On the one hand, the
associative connection between C minor and death in Elektra is justified
when this key, as it was said, represents (the murdered) Agamemnon, and
this connection is very often realized through the appearance of Agamem-
nons’s leitmotif within the arpeggiated tonic six-four chord of C minor. Since
it is one of the most important keys in the final part of the opera, appearing
almost exactly at the moment when Elektra dies, the C minor can gain the
meaning of the associative key of her death. On the other hand, Bryan Gil-
liam considers E flat minor the associative key of death in Elektra, due to the
fact that this key signifies not only Orestes’ alleged death, announced in the
middle of the opera (rehearsal number 262 / bars 5-7), but also Elektra’s
death.'® However, Gilliam ignores the fact that at the moment of her death,
together with this key, it is the C minor that appears.!” Unlike these two
minor keys, which are associatively connected with death, certain major keys
are connected with states or feelings that refer to life, and to all the beauty,
passions and emotions that life provides. Thus, for example, Strauss uses E
major to express Dionysian, Bacchic, and even erotic feelings in music, which
is best represented in the depiction of the menadic state of beings in Elektra’s

15 Cf. Bryan Gilliam, op. cit., 72.
16 Cf. ibid, 159, 212 (Gilliam refers here to Strauss’s drafts).
17 See Example 5.
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Dance following Aegisthus™ assassination (291a/1-221a/1). We can also say
that A flat major is an associative key of nostalgia for the past, happy times,
bearing in mind, above all, Elektra’s soliloquy filled with the nostalgic mem-
ory of her father and addressing him as if he were alive,!® as well as the tonal
background of A flat major, filled with diatonic harmonic content, which
characterizes that soliloquy.

RELATIONSHIPS BETWEEN ASSOCIATIVE TONALITY
AND TONAL-HARMONIC THIRD-RELATIONS

Two keys between which the third-relation is apparent — F sharp major, as
Klytdmnestras, and D minor, as Orestes’ associative key, respectively — ap-
pear as a tonal basis for Klytdmnestra’s utterance in the central part of the
fourth scene!® of Elektra, which is entirely formed as a dialogue between her
and her problematic daughter (Example 1). The topic of this tense conversa-
tion between the two women is Orestes. After Klytimnestra expelled Orestes,

18 Let me behold thee, leave me not this day Alone! / But as thy wont is, like a shadow,
From / the walls’ recesses come to greet thy child! (Ich will dich sehn, lafs mich heute nicht
allein! / Nur so wie gestern, wie ein Schatten, dort / im Mauerwinkel zeig dich deinem
Kind!). English translation by Alfred Kalisch. Quoted from the vocal score of Elektra
(Richard Strauss, Elektra, op. 58, Klavierauszug von Carl Besl, London - Paris - Bonn -
Johannesburg - Sydney - Toronto - New York, Boosey & Hawkes — Furstner, S. a.).

19 Unlike his earlier musical drama Salome, Strauss did not give a division into scenes in
the Elektra score. The division used in this paper is based on the works of Margery Enix
(Margery Enix, “A Reassessment of Elektra by Strauss”, Indiana Theory Review, 2/3, 1979,
33) and Michel Veilleux (Michel Veilleux, ,,La Structure Dramatique d’Elektra de Strauss’,
La Scena Musicale, 6/8, 2001, 5), due to easier navigation in the discourse on the ana-
lyzed segments of this musical drama. According to the structuring proposed in the
mentioned works, Elektra is divided into eight scenes. Enix makes a division by indicat-
ing the precise beginning and end of each scene in the score (according to the score
numbers and bars within them), at the same time grouping them into a scheme of sonata
form. Veilleux, on the other hand, gives names to these scenes according to their dra-
matic crux, but without precisely positioning the beginning and end of these scenes in
the score. Combining these two proposals resulted in the following structuring of
Strauss’s Elektra: first scene (beginning — score number 34/bar 11) - prologue of the
maids; second scene (34/12-63/8) - Elektra alone; third scene (64/1-129/6) — Elektra
and Chrysothemis; fourth scene (130/1-275/4) - Elektra and Klytdmnestra; fifth scene
(1a/1-119a/10) - Elektra and Chrysothemis; sixth scene (120a/1-186a/15) — Elektra and
Orestes; seventh scene (187a/1-218a/5) — Elektra and Aegisthus; and, eighth scene
(219a/1-end) - Elektra and Chrysothemis.
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a potential avenger of Agamemnon’s death, from the family house of the Atre-
ids, Elektra accuses her mother of doing everything to kill her son, even when
he was already in exile. Klytdmnestra unconvincingly replies that the exile, in
which Orestes still lives, actually saved him. The last in a long series of
Klytdmnestra’s references to her son (They that roam abroad, what can they
harm me?)? is given in his associative key, D minor, which is determined
through the double appearance of its tonic chord. This key, in addition to rep-
resenting Orestes himself, also refers to Klytdmnestra’s obsessive fear that he
will return one day. The sudden turn of her discourse, which immediately
follows, along with the sudden modulation to F sharp major, has the meaning
of returning to her belief that she can be completely safe (Here I abide and am
the mistress.).?! This brief appearance of Klytimnestra’s associative key oper-
ates not only as a mere affirmation of her utterance in which she confirms
herself as someone who has all the power in her hands, but also, to some ex-
tent, as confirmation of her peace of mind, which she needs so much at this
moment. Thus, the basic semantic level of this tonal relation refers to Klytam-
nestra’s obsession with her son’s possible revenge for Agamemnon’s death (D
minor), on the one hand, and her still quite strong conviction that nothing
will happen to her in that regard (F sharp major), on the other. At the same
time, but only at a first glance, the latter feeling prevails. However, the third-
relation not only exists between the two keys, but is also incorporated into the
relations between the chords within both keys, which is confirmed by the
multiple appearance of a chromatic third relationship, affirmed by mediant
chords and corresponding harmonic progressions. In other words, while the
doubly-chromatic third relationship between the two keys symbolically un-
derscores the great distance between Klytimnestra and Orestes, the chro-
matic third relationships between chords, which fulfils both keys, could be
interpreted as confirming the twofold similarity between the two characters:
they are not just a mother and a son, but both carry the stigma of a crime.
Klytdmnestra is the culprit of a crime in the past, and Orestes of one that is
yet to come: he is going to kill both his mother Klytdmnestra and her lover
Aegisthus.

20 Was kiimmert mich, wer aufSer Haus ist.
21 Ich lebe hier und bin die Herrin.
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Example 1: Richard Strauss, Elektra, reh. nr. 221 / bar 7 - 222/3

Let’s now consider another possibility of interpreting major third-relations
between chords and keys in Elektra. At the end of the seventh and at the be-
ginning of the last, eighth scene of the opera, two segments can be noticed
that contain progressions of three chords, i.e. three keys, which are arranged
in descending major thirds (214a/1-221a/1). Since these progressions repre-
sent the harmonic basis of utterances which refer to death in one way or an-
other, the meaning of the associative tonality of death is extended to the
entire chord/tonal structure. The first segment is chordal and consists of the
triads F - A flat - C, D flat - F - A flat and A - C sharp - E, and forms the
succession of the diatonic and chromatic third-relation, respectively. The
segment lasts only one bar (214a/1), but its chords appear as a harmonic
grounding for a dramatic climax that coincides with the moment of Aegist-
hus’ death, which comes immediately after his death cry They murder me!*?
(Example 2).2*> The second segment is tonal and is built by three keys - C
minor, A flat minor and E major - with quite the opposite succession of chro-
matic, and diatonic third-relation, respectively. This segment, unlike the for-
mer, occupies a much longer section of the musical score (216a/1-221a/1).
The chordal/tonal progression of that segment accompanies the utterances of
Aegisthus, Elektra and Chrysothemis, which intersect in a dramatic moment:

22 Sie morden mich!

23 Since it is not possible to establish one consistent key in this segment, the three chords
in the example are not marked with the usual harmonic figure, but with a letter mark.
The lowercase letter denotes the minor triad (f = F - A flat - C), and the capital letter -
the major triad (Des = D flat - F - A flat; A = A - C sharp - E).
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when asked by the mortally wounded Aegisthus — Do none hear me?** - Ele-
ktra answers victoriously, but sarcastically — Agamemnon hears thee!;*> Aegis-
thus immediately after that dies with the last cry to which no one will respond
— Woe is mel;?® finally, Chrysothemis, as if nothing had happened, is undis-
guisedly delighted after meeting her brother again, who, she thought, would
never return from exile — Elektra, Sister! Come with us! O come with us! To
greet our brother: he is here!l*’”

Example 2: R. Strauss, Elektra, 213a/8-214a/1

In these two segments, there are a total of six different keys or potential keys,
of which only one, C minor, is associated with death. At the same time, this
associative meaning is expanded from the C minor to the intertwining of
chord and tonal relations previously described, and this expansion is a result
of the specific interaction between the musical and textual levels. Since the
utterances about death prevail in the given discourse and since there is a kind
of absolutization of death in this part of the opera - because, in a way, all ac-
tors are connected with death, even those who are loosely associated with it
- C minor as an associative key of death and the tonal accompaniment of one

24 Hért mich niemand?

25 Agamemnon hért dich!

26 Weh mir!

27 Elektra! Schwester! komm mit uns! O komm / mit uns! es ist der Bruder drin im Haus!
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part of this discourse of death, extends the meaning of death to the major
third-relation which exists between the these three keys and three chords, re-
spectively, which accompany the moment of Aegisthus’ murder. Let us re-
member, death is the basic meaning of Elektra’s and Aegisthus’s utterances,
but not Chrysothemis, which is almost completely independent of the other
two utterances and speaks of the happiness of Agamemnon’s children who fi-
nally gathered. Chrysothemis, who is almost the only person involved in the
tamily tragedy to be an opponent of violence and death, announces that Or-
estes is at home and invites Elektra to join them. Since Orestes came to his
parents’ house primarily with the task of killing his mother and stepfather,
from this call to Elektra one concludes that all three of Agamemnon’s children
should be part of the same discourse, the “discourse of death”. Elektra as the
inspirer of revenge and Orestes as its executor are, of course, part of that “dis-
course”, but that, until this moment, could not be said of Chrysothemis. The
possibility of this “new” Chrysothemis being perceived was achieved, there-
fore, through the proposed harmonic interpretation of the textual meaning:
Chrysothemis, in a way, admits to herself, without ever saying it, that she is
also part of the general environment of death, which, at the same time, led to
a different understanding of this character’s position in the opera. Namely,
the lack of her reaction to the death of her mother and stepfather is more
than symptomatic and can be justified only by the fact that she shares the
same urge for vengeance with her brother and sister. This interpretation is
additionally supported by E major as the tonal basis of her utterance. E major
tully assumes the role of her associative key, E flat major. This is confirmed
by the almost completely diatonic harmony of E major, which is also quite
consistent with the predominantly diatonic chords that characterize her as-
sociative key. However, if we add to this the associative meaning of E major,
which refers to Dionysian feelings in the opera, as it was pointed out earlier,
the ground for understanding a different Chrysothemis has been fully pre-
pared.

The keys organized in the mediant circle?® of minor thirds significantly
contribute to the interpretation of Chrysothemis’ appearance in the third
scene of the opera. This circle begins and ends in her associative key, E flat
major, and at its end a relative key appears once more, so the following se-
quence is formed: E flat major, G flat major, A major, C minor, E flat major,

28 Cf. Dejan Despi¢, Harmonija sa harmonskom analizom, Beograd, Zavod za udZbenike
i nastavna sredstva, 2002, 155, 212, 364.
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and C minor (75/1-78/5). One can easily observe that this part of the dia-
logue between the two sisters, Chrysothemis and Elektra, is based on consis-
tent third relations between keys. In contrast to some previously described
situations, the progression of keys in this case has not been based on a spe-
cific type of third relationship, because all three types are observed: diatonic,
chromatic and doubly-chromatic third relationships. The simplest of these
types of relationship, the diatonic third relationship, still has a certain advan-
tage over the other two, given the fact that E flat major and C minor, which
- as relative keys — form this type of third relationship, are the only ones to
appear twice and the only ones are confirmed by cadences, almost traditional
ones (complete cadence in E flat major, in 75/4-8; melodic close and also
complete cadence in C minor, in 77/8-78/5). Such a concept of a given seg-
ment of the third scene, within which there is a division into a more stable
part (relative keys confirmed by cadences) and a more unstable one (mediant
circle of keys, which includes both chromatic and doubly-chromatic third
relationships), supports the dramatic and textual meaning, which is also ar-
ticulated at two parallel semantic levels. On the one hand, the general dra-
matic profiling of Chrysothemis’ character, as a counterpoise to Elektra’s
character, emphasizes the former as a mentally more stable, life-optimistic
and, in general, cheerful person in relation to her sister. This is supported in
the music by the predominantly diatonic harmonic content of all participat-
ing keys, and primarily by her associative key. On the other hand, in this situ-
ation, Chrysothemis does not refer, as she often does, to the happiness of life,
but expresses doubt as to whether that happiness will ever really come into
her life. This skepticism, deciphered from her figurative speech about her
mental anguish,? is crowned by an allegory of the doubt that she will never
actually become a mother, as indicated by the phrase about an empty room,
empty probably because there is no baby and its cradle, about which she has
been dreaming for so long.>° The mediant circle of keys, empowered with the
affirmation of all types of third relationships, is precisely the support for this
kind of doubt she is talking about.

2 Within me burneth all my Soul, / It drives me aye to roam the house distraught; / In hall
nor chamber find I rest; I must / From one for corner to the other ah! / From roof to vault I
seem to hear voices... (Ich habs wie Feuer in der Brust, / es treibt mich immerfort herum im
Haus, / in keiner Kammer leidet’s mich, ich muf§ / von einer Schwelle auf die andre, ach! /
treppauf, treppab, mir ist, als rief” es mich...).

30 ... and when I seek them, See I bare rooms staring / At me. (...und komm ich hin, so stiert
ein leeres Zimmer / mich an.).
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C minor and E minor have significant interpretive potential, and they are
marked as keys that are associatively connected with death and which, at the
same time, are chromatic third-related. That associative role of the former
key is affirmed mainly through the “Agamemnon motive”, which in most
cases is based on its tonic triad; likewise, the latter key is associated with
death, due to the fact that at the moment of Elektra’s death, in the final bars of
the opera, its tonic triad appears. At the very end of the opera, there is a spe-
cific interaction of these two keys, so they, reduced to their tonic triads, form
a dramaturgically tense final cadence, when Elektra, exhausted by dance, falls
dead (Example 3). However, the moment of her death, marked by the tonic
chord in E flat minor, is expressively overpowered in the music itself, because
in the last bars of the opera there is a sudden change from the triad E flat - G
flat - B flat to the major triad C - E - G. Tethys Carpenter called this quick
shift of chords a “brutal juxtaposition™! of two keys, which can be taken as
the true climax of the opera. Not only is the chromatic third relation trans-
formed into a doubly-chromatic one, but this transformation is the result of a
modal interchange, whose effect on both associative keys of death spreads
throughout the opera, and is embodied only at its end. On the one hand, E
flat minor at the end of the opera signifies the transformation, that is, the si-
multaneous harmonic and meaningful mutation of E flat major, the associa-
tive key of Elektra’s sister Chrysothemis. Various explanations for this modal
interchange have been offered in the literature. Thus, Bryan Gilliam consid-
ers this procedure a natural consequence of the relationship in which two
keys, E flat minor - a key that signifies an alleged death, i.e. Orestes’ “death”
earlier in the opera — and E flat major — a key which, in addition to referring
to Chrysothemis, also signifies a strong desire for life — must eventually be fol-
lowed by the recurrence of E flat minor, but which will then signify the actual
death, in this case, Elektra’s death.>> Lawrence Kramer, however, interprets
this “reversal” of E flat major into E flat minor at the moment of Elektra’s
death as a sign of her “scourging”, less because of her incitement to the mur-
der of her mother and stepfather, and more because of her desire to involve
her sister in this vengeful endeavour, in which she herself and their brother
already participate.3®> On the other hand, C major in the Dance appears, as we

2

31 Tethys Carpenter, “The Musical Language of ‘Elektra”, in: Derrick Puffett (Ed.), op.
cit., 103-105.

32 Cf. Bryan Gilliam, op. cit., 231.

33 Lawrence Kramer, Opera and Modern Culture: Wagner and Strauss, Berkeley - Los
Angeles — London, University of California Press, 2007, 198.
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shall see, as the associative key of Elektra’s triumph and, at the same time, as
the associative key of the triumph of vengeance on Agamemnon’s murderers
and the restoration of the old order. Therefore, the triad C - E - G at the end
of the opera is a sign of the transformation of C minor, the associative key of
Agamemnon’s death, into C major, the associative key of triumph, more than
it is the chord whose significance is exhausted in the rapid, “brutal juxtaposi-
tion” of the two keys, which Carpenter speaks of.

Example 3: R. Strauss, Elektra, 261a/13-262a/10 (the end of the opera)

One can observe two levels of interpretation in this. Within the first of these,
the chromatic third relationship between two minor keys, as associative keys
(chords) of death, is also articulated as the relationship between Agamemnon
and his daughter, who acts as the crucial person for taking revenge on
Agamemnon’s murderers.3* This interpretation comes to the fore at the very

34 Tt should also be noted that Tethys Carpenter believes that these two tonalities reflect
“the dark side of Elektra’s character” (Tethys Carpenter, op. cit., 105).
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end of the opera, where the E flat minor is manifested as the associative key
of Elektra’s death, and the C minor becomes completely established as the as-
sociative key of Agamemnon’s death, while the latter also achieves the mean-
ing of ultimate vengeance for the king’s murder. In the second, more complex
level of interpretation, these keys are subjected to a modal interchange, which
bears both harmonic and meaningful transformation, the latter being even
the stronger one. Namely, the double modal interchange between the existing
associative keys — E flat major into E flat minor, and C minor into C major,
respectively - is intertwined with the establishment of a new semantic layer
derived from the primary semantic configuration, according to which the
modal interchange from the major key into the parallel minor key has the
meaning of “darkening’, as well as the modal interchange from the minor key
into the parallel major key has the meaning of “enlightenment”: through the
modal interchange from E flat major into E flat minor, life was “undone” into
death, and through the modal interchange from C minor into C major, death
was “defeated” by life, symbolically in the last bar of the opera.?® In this way,
the chromatic third relation between the chords and between the keys is in-
tersected with the modal interchange, which resulted in the specific interpre-
tation of the relationship between life and death at the end of the drama. Life
in happiness, which, after a series of tragedies, the surviving characters de-
served in one way or another, triumphs over death. More precisely, it tri-
umphs over all the deaths that fate assigned to the house of the Atreids - over
Iphigenias, Agamemnons, Klytimnestras, Aegisthus’ and, finally, Elektra’s
death - and such a new, promised life, which we can only assume, but which
the opera did not “reveal”, is confirmed by the final C major.

The last scene of Elektra (219a/1-262a/10) is defined by a specific ten-
sion between C major and E major, two keys between whose tonic triads a
chromatic third relationship is formed. The specificity of this tension is justi-
tied by several factors. Namely, C major functions as the principal key of the
scene, and E major as its secondary key, with the scene beginning in E major
and ending in C major.3® Then, these are the main keys of Elektra’s Dance, the
most significant part of this scene. Finally, the associative status of C major as

35 A similar associative meaning of C major is already formed in the sixth scene, which
will be discussed later.

36 In this sense, the factual existence of two tonic chords gives room for the interpreta-
tion of harmonic structure from the aspect of a specific theoretical-analytical phenome-
non known as the double-tonic complex (cf. Robert Bailey, “An Analytical Study..., op.
cit., 121-122, 125-126, 134; Matthew Bribitzer-Stull, op. cit., 324).
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the key of Elektras triumph, which has gradually been formed during the
course of the opera, gained its superstructure at the very end of the opera, by
forming an interpretation according to which C major can become an asso-
ciative key of restoration of the old patriarchal order,?” and for this restoration
the preconditions were the deaths of Klytimnestra and Aegisthus. However,
the triumph of that order was ensured by the fact that, in the end, Elektra sac-
rificed herself in some way.

In his analysis of the harmonic structure of Elektra, Gilliam argues that
the final scene of the opera was organized both as an “extended conflict” be-
tween these two tonal centers, and as their intimate binding together.?8 It is
precisely from the contradiction that exists in the relationship between the
“conflict” of these two keys and their “binding together” that our interpreta-
tion will emerge, as a kind of hermeneutic superstructure of this statement of
Gilliam’s. Thus, we will understand intimate binding together as a conse-
quence of the existence of the almost identical harmonic content in these two
keys, which is represented by tonic triads and dominant seventh chords in
long durations, and especially by the specific harmonic progression of the
diminished seventh chord of VI#,3° and the dominant seventh chord (Exam-
ples 4 and 5). However, we will understand “conflict” as muted rather than
extended, due to the described similarity between the harmonic contents of
these keys. Based on that similarity, it is much easier to emphasize the con-
trast that results from the chromatic third relationship between the tonic tri-
ads of these keys, all the more because these two keys do not follow each
other at any point in the score. The semantic spheres of the two keys reveal
an even greater contrast if we take into account the passages in which here, as
well as the previous parts of the opera, these keys represent the tonal ground
of the utterances of certain characters. On the one hand, C major, represented
by a tonic chord of unusually long duration, serves to justify Elektra as the
passionate instigator of blood vengeance on Klytimnestra and Aegisthus.*’

37 Cf. Bryan Gilliam, op. cit.,125. The associative relation between C major and the
order, that is, between this key and the establishment of balance after a certain tense state
has been noticed in numerous other works by Strauss.

38 Ibid., 101-102.

3 This harmonic figure refers to the sharpened VI scale degree, also figured in theoreti-
cal literature as VI#.

40 Arnold Whittall correctly interprets this new dramaturgical position of Elektra at the
very end of the opera: “Elektra’s principal quality is not that she is ‘good’ but that she is
completely free of guilt” (Arnold Whittall, op. cit., 61).
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Elektra sees such a legitimization of this crime in the perception that, with
her sister and brother, she approached the gods (We, we who accomplish, we
are with the gods.)*' and, moreover, that they, Agamemnon’s children, be-
came equal to the gods (Sie fahren dahin wie die Schdrfe des Schwerts / durch
uns, die Gotter. [They go on their way, like a two-edged sword, / The gods
through man’s soul], Example 6), and consequently, a crime in the name of
divine justice can be forgiven.*?

Example 4: R. Strauss, Elektra, 239a/1-4

Example 5: R. Strauss, Elektra, 247a/4-7

41 Wir sind bei den Géttern, wir Vollbringenden.

42 Hugo von Hofmannsthal (1874-1929), whose prose text Strauss used as the libretto
for his opera, refers here to the myth of Elektra, in which it is told that revenge on
Agamemnon’s murderers is in the hands of the god Apollo.
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Example 6: R. Strauss, Elektra, 236a/1-237a/4
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As it was pointed out, the meaning of C major as the key that signifies the
triumph of life over death is gradually formed during the opera, primarily
through the relation of this key its parallel minor, i.e. C minor, as the key of
death. One can recall, C minor appears in the seventh scene (187a/1-218a/5),
at the moment of the murders of Klytamnestra and Aegisthus, but even be-
fore that, in the sixth scene (120a/1-186a/15), when Klytamnestra hears the
whispered news about Orestes’ death, which much later will turn out to be an
alleged death. However, the appearance of C major later in the sixth scene,
when Orestes, on returning to the family house, convinced the sisters that he
was still alive, empowered the mentioned associative meaning of this key. On
the other hand, E major is characterized by an internal conflict that also re-
flects the conflict between the sisters. In this key, there are two cadences at
the ends of the utterances of Elektra and Chrysothemis, respectively, but
those cadences end at different pitches and different chords, which further
emphasizes the interpretive potential of the key itself. The world of the gods
about which - each in her own way - Elektra and Chrysothemis sing, at this
moment seems to be the only point of concord between the two. After the
revenge she was intent on taking, practically with her whole being, following
her father’s death, Elektra becomes convinced that her life has achieved its
goal and is — one can freely say - taken to the world of the gods. This was
declared in her words that all three of them - Elektra, Chrysothemis and Or-
estes — are with the gods (sind bei den Gottern), and was then confirmed by
her next utterance that Love destroyeth, but no man can go the appointed way,
/ that love hath never known! (246a/2-247a/1),** obviously referring to the
“other” world which she will soon join. The end of Elektra’s utterance is ade-
quately accompanied by a harmonic cadence on the dominant chord of E
major, i.e. by the melodic cadence on the dominant pitch of the same key
(Example 7, bar 3). Chrysothemis, for her part, celebrates joy, but not be-
cause of the victory of justice, but because of the end of her and her sister’s
actual captivity, because of the forthcoming meeting with her brother in free-
dom and, above all, because of the promised life in happiness she believes is
about to come. Her cadence coincides with the orchestral one, but in terms of
harmony and melody it is opposed to Elektra’s cadence and is on the tonic
chord of E major, i.e. on the tonic pitch of the same key (Example 7, bar 5).

43 Liebe titet, aber keiner fahrt dahin / und hat die Liebe nicht gekannt!
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Example 7: R. Strauss, Elektra, 246a/7-247a/1

E major and C major are also the main keys of Elektra’s Dance, the dramatic
segment positioned at the end of this opera. Before we look at the interpre-
tive capacities of the third relationship between these two keys, we will look
at the dramaturgical features of the Dance. Namely, Gilliam points out that
Elektra’s dance is a combination of two types of dance, a monadic, solo dance,
and also an ecstatic Dionysian dance, on the one hand, and a round, group
dance, on the other hand. Her menadic dance is the “dance of transcendence’,
the dance of her “personal ecstasy”, which is the “primary vehicle for her
catharsis”** while the group dance as “[T]he triumphant round dance sym-
bolizes restored social harmony after the socially dissonant elements —
Klytimnestra and Aegisthus — have been removed. After the murders, the

44 Bryan Gilliam, op. cit., 226-227.
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solitary Elektra wishes to join the group and the community at large. Her
dissolution as an individual is achieved through the social gesture of the
round dance”*> However, as Elektra never joins the group, she actually dances
a solo menadic dance; she only talks about the round dance, but does not
perform it in reality, so this ritual “only takes place in her mind”4¢ Whether
they were realized in reality or in her imagination, Strauss gives a description
of both types of dance, where in one sketch he determined E major for the
menadic dance, and C major for the round dance.*’” In this way, Elektras
Dance functions in a dichotomy between E major, which reflects the “bacchic
impulse of cathartic celebration”, and C major, which symbolizes “victory and
the restoration of order”*® From the perspective that one could establish in
the sequence of events in the tragedy of Elektra’s family, this order is not re-
ally old, but a new order, established by her father Agamemnon.*’ This means
that the conflict between Elektra and her mother is essentially based on a
different value attitude towards different views of the family order: what is an
old order for Elektra is a new order for Klytimnestra, and vice versa. E major
and C major in this interpretive play represent keys that are very similar in
their chord fund (mutedness of the conflict), while semantically they are
quite distant from each other, which is partly due to the chromatic third rela-
tionship between them (the essence of the conflict). With the approach to the
end of the opera, C major prevails and its status as the associative key of Ele-
ktra’s victory over Klytimnestra and Aegisthus is confirmed.

45 Ibid.

46 Tbid., 227.

47 Cf. ibid., 227.

48 Tbid., 102.

4 Agamemnon, with the halo of the winner of the Trojan War, brings Cassandra, the
captured daughter of the Priam, the king of Troy, who becomes his legal mistress. In that
way, he actually destroyed the previous order and, thus, established a new, significantly
modified kind of patriarchy. For Klytimnestra, this meant that she was no longer the
only one, but just one of the several legitimate wives of her husband. However, Agamem-
non’s series of crimes - the sacrifice of Klytaimnestra’s beloved daughter Iphigenia (cf.
Harama Dnunh, Enexitipa xao yuitiaiti, bama Jlyka, Akagemuja ymjetHocT!t v Bamoj
JIyuu, 2006, 104-105), as well as the murders of Klytdmnestras first husband and chil-
dren from that marriage (cf. Stephen A. Black, “Mourning Becomes Electra’ as a Greek
Tragedy”, The Eugene O’Neill Review, 26, 2004, 174) — decisively shaped Klytdimnestra’s
decision to kill him out of revenge.
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Conclusion

In this paper, we have tried to point out the ways in which two specific har-
monic concepts that characterize Strauss’s opera Elektra — associative tonality
and chromatic, i.e. doubly-chromatic third relationships between keys and
chords - permeate and thus enable the interpretation of different dramatic
and textual meanings. Essentially derived from a solid tonal milieu, these
concepts indirectly confirm the tonal framework of the opera and show that
the often mentioned ideas about “modernism” and the non-tonal conception
of its harmonic language have no significant foundation. Observed even in
the domain of purely musical meaning, chromatic and doubly-chromatic
third relationships between keys, show a significant interpretive potential,
standing out as semantically more important than one particular key. This
leads to the conclusion that the relationship between keys in certain parts of
Elektra is more important than one particular key, and sometimes more im-
portant than the manifestation of associative tonality. However, in this opera,
the reverse relation is at work, so the meaning of the associative tonality can
be extended to the entire tonal, i.e. chordal layer, which is defined by chro-
matic and doubly-chromatic third relations. Comprehended in that way,
these concepts enable a new kind of interpretation of the textual meaning in
Elektra. Thanks to the harmony that interprets the drama, the antagonisms
between the two characters are seen from a different, new perspective, re-
vealing deeper layers of similarities between those characters. The chromatic
third relationship between the chords and keys permeates with the modal
interchange and results in a new understanding of the dialectic of life and
death at the end of Elektra. In the end, we can say that the proposed interpre-
tive model, which functions as a specific interweaving of ambiguous capaci-
ties of one dramatic-tonal concept and one special relationship between keys
and chords, respectively, turns out to be very suitable for perceiving undis-
covered meaning in opera.

Translated by the author
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Summary

This paper starts from the assumption that within the hermeneutic musical analysis
it is possible to talk about the interpretive harmonic analysis of a musical work and
that the results of such an analysis are inevitable in reaching a comprehensive under-
standing of a work, especially if opera or musical drama are in question. In the paper
the ways are analysed in which two specific harmonic concepts permeate in Strauss’s
opera Elektra, thus enabling the interpretation of different dramatic and textual

96



Aleksié, M.: Associative Tonality and Tonal-Harmonic Third Relation...

meanings. The first of them is the associative tonality, which functions as an interpre-
tive strategy, however, the expanded field of action of this concept is pointed out in
the paper. Going beyond the mere key representation of the characters, the associative
tonality made it possible to learn many new meanings and knowledge about those
characters and their mutual relations. The second concept refers to the chromatic and
doubly-chromatic third relationships that occur between keys, but also those that
arise in the relations between chords within one tonality, since these relationships
represent one of the most distinctive features of the harmonic language of this opera.
Through the multiplicity of manifestations of chromatic and doubly-chromatic third
relationships between keys, we can conclude that such relationships between keys in
certain parts of Elektra are more important than the manifestation of one particular
key, and sometimes, more important than the manifestation of associative tonality.
The extension of the meaning of associative tonality to the entire tonal, i.e. chord
layer, which is defined by these third relationships, has also been noticed, and by
means of this extension the chromatic third relationship, and not just a certain key,
becomes semantically connected with death. The textual meaning has been inter-
preted, according to which Chrysothemis, despite the “external” position of her dra-
matic character in the opera, which indicates that she is an opponent of violence and
revenge, becomes part of the same, “discourse of revenge” together with Elektra and
Orestes,. Thanks to the harmony that interprets the drama, the antagonisms between
the two characters are seen from a new perspective, revealing deeper layers of simi-
larities between those characters. The chromatic third relationship between chords
and between keys permeates the modal interchange and results in a new understand-
ing of the dialectic of life and death at the end of Elektra. This is demonstrated by the
modal interchange from E flat major into E flat minor, which reveals the meaning that
life was annulled by death, but also by the modal interchange from C minor into C
major, which has the opposite meaning of the victory of life over death. Both modal
interchanges further explain the relationship between Agamemnon and his daugh-
ters, after his death. Another third relationship between keys, that between C major
and E major, shed special light on the relationship between two such different, yet
such close sisters, Elektra and Chrysothemis, and, at the same time, the relationship
between Elektra and Klytaimnestra, pointing out that precisely through this tonal di-
chotomy the opposition is reflected between the ways in which the mother and her
daughter perceive family order.
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ca cienupUIHIM JIPaMCKUM €JIEMEHTOM, Kao IITO je JIUK, KOJIEKTUBHUTET, orahaj, ocehame u mpyro.
V3 CHa)XHO TPHCYCTBO ACOLMjaTUBHUX TOHAIHMTETA BE3aHUX 3a JpaMcKe JIMKOBE, orepy Enekmpa
M3Pa3UTO KapaKTepHIIy M XPOMATCKO, OJHOCHO TPHBUAHO TEPHIHO CPOACTBO mM3Mel)y akopama u
TOHAJIUTETA. 3a XapMOHCKH je3WK OIepe je 3HA4ajHO Ja OBE JIBE BPCTE OJHOCA Koje ce (hopMupajy
m3mel)y ToHamuTeTa, y oapeheHUM MOMEHTHMa TOCTajy BaXKHHjE€ OJ WCIOJbaBamba I10jeIHHAYHOT
toHanuteTa. [lona3Hy mpeTmnocTaBky HpeAcTaBibajy HOBa JOCTUTHYha Ha moapydjy XepMeHEeyTHUKe
MY3W4YKe aHaJIi3€e, y OKBUPY KOjUX je MOryhe TOBOpUTH M O MHTEPIPETATHBHO] aHAJIM3H XapMOHHj€ Kao
MHTEpIpETaIje jeIHOT My3WYKO-CIIEHCKOT jaeia. Pajg mma 3a mmip J1la MCIHMTa HauyMHE Ha Koje
aCOIMjaTUBHH TOHAIWTET, C jeJlHe, M JiBa BHUJa TEPIHHUX pesanuja u3Mel)y ToHaiuTeTa M akopajaa, C
Ipyre crpaHe, (yHKIIMOHUITY Kao WHCTAHIIe HHTEPIIPETAIHje, ITO Ou 00e30eMMIo MpoayO/beHO UITH
MOTIYHO HOBO pa3yMeBambe eleMeHara JIpaMcKe CTPYKType.

Kibyune peun: xapMOHHja, acOIMjaTHBHU TOHAJIMTET, MHTEPIPETaTHBHA aHaN3a, llItpayc, Erexmpa,
XpoMarcKa 1 MPHUBUIHA TEPIIHA CPOJAHOCT

Teopujcke mocraBke aCOUjaTHBHOI TOHAJIUTETA

AcouMjatuBHa ynorpeda TOHAJIWTETa, Y HOBHUJO] JIUTEpaTypu cBe yemhe M jeHOCTaBHUjE
MMEHOBaHa Kao acoyujamuenu moHanumem, MpPeJCTaBba CHEHUPUUHY BPCTY 3HAYEHCKOT
HCIIOJbaBamkha TOHAJIUTETA Y OTIEPU U MY3WUKO] ApaMH, y OKBHPY KOjer je oapeheHr TOHATUTET

* AyTopoBa KOHTAaKT ajpeca: marco77marco@gmail.com.

** Paj je 3acCHOBaH Ha JIely UCTPaKUBamba CIPOBEACHOT Y TIOKTOPCKOj AUCEPTAIN]H ayTOpa OBOT TEKCTa.
Buperu: mp Mapko Anekcuh, Yroza xapmonuje y popmuparsy mpedice unmepnpemamusHux 0OHOCa y HeMAaukoj
onepu u cumghonujckom 1udy opyee noiogure degemuaecmoe u novemka osadecemoe gexa, beorpam, 2021
(menrop: np Ana Credanosuh, pen. pod.).
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JOCJIEITHO MOBE3aH ca CIenn(UIHAM JPaMCKUM €IeMEHTOM, Kao IITO je JINK, KOJCKTHBHUTET,
norahaj, curyanuja, ocehame u apyro. OBuM (EHOMEHOM CE€ y CBOM pajy HajIOCICIHH]E
6aBro amepuuku Mysukosor Podepr bejuu (Robert Bailey, 1937-2012). V cBojoj anamusu
Barueposor (Richard Wagner, 1813-1883) IIpcmena Hubenynea, bejau ynyhyje Ha aBa
HauMHA pealn30Bamba aCOLUjaTUBHOCTH, W3 KOJUX CE€ MOXE CXBaTHUTH CHara meHOT
MMIUIMKaTUBHOT MOTEHIMjajla Yy OKBUPHUMa TOHAJTHOT CHCTeMa My3HuKe apame: ,,IIpe cBera,
cnienn(uIHe MENIoIMje JIM MOTUBU MOTY OUTH TIOBE3aHU ca ojipel)eHMM TOHCKMM BUCHHAMA;
U Apyro, oapeheHn TOHAIUTET MOXKe OMTH MOBE3aH ca ofpel)eHNM JTUKOBUMA WM, Y PAaHUjJUM
omepama, ca OCHOBHHMM JpaMcKuM Temama.”! ITlojeqmHM ayTOpH HCTHYY acOIMjaTHBHH
TOHAJIUTET Ka0 KaTEropujy Koja je 3a OmepcKo Jesio OMTHHja 0J1 MEJIOJH]CKE pPernpe3eHTaI]e
JPAMCKOT €JIEMEHTa, Y HBEHOM yOOHYajeHOM JIaJTMOTHBCKOM CMHUCHTY, y3uMmajyhu y o063up
peMucy Ja ,,0co0e W ujeje MOry OMTH TIOBE3aHE Ca TOHAJIMTETHMa, Kao M ca MEeJOoJHjama.
Anu, pokyc Ha TOHAIUTETY Mpe HETO Ha TEMHU MPHUBJIAYM MKy HAa CTPYKTYpPY IIpe Hero Ha
dopmy.”? Uako oBaj craB ounrieqno ymyhyje Ha HaapeleHOCT TOHATHE acCONMjaTHBHOCTH
MEJIOINjCKOj, TOTPEOHO je Ha OBOM MECTY yKa3aTH Ha BaKaH acIeKT OJHOCA JIajTMOTHBA U
acoIMjaTUBHOT TOHAIHMTETa. Hanme, 1ajTMOTHB MOJKe, alli M HE MOpa OUTH MTOBE3aH ca II0jMOM

3 cxBaheH y CBOM OCHOBHOM 3HAu€HY, Ka0 MEIONjCKO-PUTMHUYKA

aCOIIMjaTUBHOT TOHAIMTETA!
KoH(UTypalyja, 1ajTMOTHB MOKE UMATH HEKU 'CBOj’ oipel)eHr TOHAIUTET U Yy TOM CIIy4ajy Cy
U JIaJTMOTUB U Taj oJpelheHn acolMjaTUBHU TOHAIUTET pedepeHIIjaTHo MOBE3aHU Ca UCTUM
JPaMCKUM €JeMEHTOM; Mel)yTHM, YKOJIMKO JIajTMOTHUB, Ka0, JaKiie, IPBEHCTBEHO MEJIOIUjCKO-
pUTMHYKa KoH(urypanuja, OyAe NOABPrHYT TPaHCIIOHOBawmY Y Jpyre TOHAJIMUTETE,
pedepeHnmjaaHy Be3y ca THM JPaMCKUM eJIeMEeHTOM umahe caMo JIajTMOTUB, aji HE U
TOHAJHUTET. Beoma uecTo, 3Ha4eHCKO M0Jb€ aCOLMjaTHBHOT TOHAJIMTETa OMBa MIPOIINPEHO U Ha
MOjeIMHE aKOPJCKE CTPYKType WM Ha ojapeheHe akopicke (yHKOHje KOje MOTy OWUTH
MOBE3aHe ca Cnenu(GpUIHIM IPAMCKUM €JIeMEHTOM. 3a TaKaB *aCOLUjaTHBHU aKOPJ~ BAXKH HCTO
OHO LITO je PEYEHO U 3a JajTMOTHUB: OH C€ MOJXKE IOjaBUTHU Yy HpedepupaHOM TOHAIUTETY
(06MYHO je TO OHAj TOHAJIUTET KOJU je WIIM MPBU Y KOME Ce TakaB aKkopj M0jaBHO, WIIH, MaK,
OHaj KOju mpaTu Hajsehu Opoj MojaBa TOr akopAa TOKOM omepe), anu he MMaTtu UCTO
acoIMjaTHBHO 3HAYCH-E U OHJIA KaJia Ce M0jaBH Y HEKOM JIPYTOM TOHAJIUTETY. Y OBOM JIpyroM
CITy4ajy, 3a Je(pUHUCAE UCIIPABHOT 3HAYEHa TAKBOT ’aCOIM]aTUBHOT akopja’, KOHAYHO, U 3a
HETOBY HECMETAaHy ayJUTHBHY MeEpIENIHnjy, 0 MPaBUIy jé HEOMXOTHO Ja CAM aKopJ MMa
BeoMa CIieluprUHy 3By4YHOCT (HaBeIUMO caMo Tpumepe ,, [ pucTaHoBor akop/a”, KOju JOHOCH
KapaKTepUCTUIHO KOMOMHOBAME MMPEKOMEPHOT TEPIKBAPTAKOPAA H XPOMATCKE 3aIPIKUTIE WITH
,,EJexTprHOT akopaa”, koju je rpahen kao oukopa). 3aro bejnu uHCHCTHPA 1a ACOLUjaTUBHU
TOHAJIMTET [TOCMATPaMO Kao KaTeropHjy Koja CBOje /1€JCTBO pacpOCTUPE Ha IIUPE CTPYKTYpHE
LIEJINHE U KOja YecTO OMBA TOJIMKO CHAXKHA Y CBEYKYITHOM TOHAJIHOM OKBHPY J1€]1a, 1a TOHAIHU

! Robert Bailey, ,,The Structure of the *Ring’ and Its Evolution™, 19th-Century Music, 1/1, 1977, 51.

2. P. E. Harper-Scott, ,,Medieval Romance and Wagner’s Musical Narrative in the *Ring’”, 19th-Century Music,
32/3, 2009, 230.

3 Yunu ce ma je Ha OBOM MeCTy B&XHO YKa3aTW 1a acOlMjaTMBHYM TOHAJIMTET O3HA4YaBa I0jaBy Koja Ce y
JUTEPaTypy jOII TOHEr/le Ha3WBa JIajTTOHAJIMTETOM. Y OBOM pajy CMO C€ OIpEAeTWIH 3a ynotpely mojma
acoIMjaTHBHU TOHAIMTET, W3 pa3jiora IITO je Y CaBPEMEHO] JIMTepaTypu Koja ce 0aBM TOHAIHUM jE€3MKOM
Barueposux u [lItpaycosux (Richard Strauss, 1864-1949) onepa yriaBHOM y yrnoTpebu mojam acoIHjaTHBHH
TOHAJIUTET, aJld U CTOTA IITO je y TOj JTUTepaTypH, y nopehemy ca OHOM y KO0joj c€ TOBOPH O JIajTTOHAIUTETY,
o0yxBaTHH]j€ e1abopupaH UHTEPIPETATUBHU TOTEHIHjal OBAaKBOT MaHH(EeCTOBaka TOHAIUTETA.
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KOHTEKCT TOT JieJla He caMo Ja je MpWIaroheH acolujaTUBHUM TOHAJUTETHMA, HETO j€ H
dopMHpaH o1 cTpaHe acONMjaTHBHUX TOHAIUTETA.*

AconyjaTuBHM TOHAIUTET bejnu cmarpa jeqHoM o 4YeTHpu crienu(uYHe TOHAIHE
KaTeropuje Koje M3pa3uTo OJUIMKYjy BarnepoBy My3uwKky (y3 KiacuuHu, eKcnpecusHu W
OUpeKyuoHu moHanumem) W KpO3 Koje c€ TNpUKa3yjy HAaYMHM Ha KOje KOMIIO3HTOP
ynoTpe6sbaBa TOHAIUTET y HapaTuBHe cBpxe.’ Mehytum, Metjy Bpubunep-Cran (Matthew
Bribitzer-Stull), koju je 3Hauajuo Hagorpaauo bejnujeBy Teopujy, HarjamaBa ja OJf OBE
YETUPH KaTETOpHje, MOCIEAHE TPU 3ay3UMajy IIEHTPATHO MECTO YIpPaBo 3aTo IITO Cy OHE HE
camo ToHamHe, Beh W IpaMcko-ToHamHe KaTeropuje,® ma he y ToM cMuclTy apamcka
KOMITOHEHTA acOIlMjaTUBHOT TOHaNHUTEeTa OuTH y (hokycy oBor pana. [Topen bejnuja, meroor
crynenta Ilatpuka Mekpeneca (Patrick McCreless) u Bpubunep-Crana, npoGieMaTHKOM
aCOIMjaTUBHOT TOHAIMTETAa c€ 0aBe M MHOTH JIDYT'H HayYHHIIM Yy CBETy My3HYKE TEOpHje U
My3ukonoruje.” OJ1 3Hauaja je ¥ YNHEHNIA 12 Cy TOHATUTETCKE acOIHjallje y BEIMKO] MEpH
yHarpe OCMHUIILJbEHE OF CTpaHE KOMITO3UTOpA, IITO OCHM CTyauja mocBehenux Baruepy,
noTBphyjy 1 oHe Koje ce 6aBe aHamM30M onepa Puxapna Illtpayca.®

ACOIII/Ij ATHUBHHU TOHAJIMTET U TEPUHU TOHAJITHO-XAaPMOHCKHA OJHOCH Y EJleKmpu

HecymmuBo je, naxne, na y llltpaycoBoj Enexmpu, koja he Outu y ananutTuukom Gokycy oBor
paja, IOCTOjH UCIIOJbaBAE ACOLMjaTUBHOI TOHANUTETa. McTOBpeMeHO, jelHy 01 OCHOBHHX
KapaKTEpUCTHKAa XapMOHCKOT je3MKa OBE OIepe Npe/ACTaBibajy TEpIHE penanuje, u TO
MIPBEHCTBEHO OHE KOje ce GopMupajy m3Mely ToOHaIHMTETa, a TIOTOM U OHE KOje HACTajy y
oxHOCy m3Mel)y mojenHavYHuX akopaza yHyTap jeAHOT ToHanmuTera. Y Enekmpu ce yodaBajy
TPU BpPCTE TEPIHUX pelaluja, Koje ce W MHaue cycpehy y TOHaIHOj My3WIM: JTHjaTOHCKA,
XpOMaTCKa W MpPUBUAHA TepiHA cpoxHocT. Of moceOHOr 3Havaja cy apyra u tpeha Bpcra
TepuHe cpoaHoctu. Ilonmazehm Takohe onx mpeTrnocTaBke a je XapMOHCKHM jE3UK OIepe
reHepagHo Moryhe nmoABprHyTH XepMEHEYTHUKO] My3UUYKO] aHaIM3H, y paay hemo mokymaru
Jla pa3MOTPUMO MHTEpIIpeTaTUBHE MOTYhHOCTH OBe JiBE crieU(pUYHE XapMOHCKE KaTeropuje
— acOIMjaTHBHOT TOHAJIHMTETAa U TEPIHUX TOHAIUTETCKUX/aKOPACKHX penanuja. Hamme, oBe
KaTeropuje, mopes Tora ITO Ce UCIO0JhaBajy Ha yoOWUYajeHH HAa4YMH, KA0 JPaMCKO-TOHAJHE,
OJIHOCHO TOHAJTHO-XapMOHCKE KaTeropuje, yKpIiTajy ce U NpoXKUMajy Ha crelupuiad HauuH
1 Tako omoryhaBajy MHTepIpeTalujy ApaMCKUX U TEKCTyalHUX 3Hauewa. [{usp oBor pana je,
CTOTa, J1a TIOKaXXe MyHU KanmanuTeT (QYHKIMOHNCAkha aCOIHMjaTUBHOT TOHAJIUTETA U TEPITHUX

4 yn. Robert Bailey, op. cit., 53.
> v Ibid., 48-61; Robert Bailey, ,,An Analytical Study of the Sketches and Drafts”, in: Robert Bailey (Ed.),
Wagner: Prelude and Transfiguration from ,,Tristan und Isolde”, New York, Norton, 1985, 113-146.
6 Y. Matthew Bribitzer-Stull, ,,The End of ’Die Feen’ and Wagner’s Beginnings: Multiple Approaches to an
Early Example of Double-Tonic Complex, Associative Theme and Wagnerian Form”, Music Analysis, 111/25,
2006, 321-322.
7'V Te ayrope Tpebano 6u yopojuru Andpena Jopenua (Alfred Lorenz, 1868-1939), Kapna danxayca (Carl
Dahlhaus, 1928-1989), a 3atum u Bopena Jlapcuja (Warren J. Darcy), Hopca [lozedcona (Nors Josephson),
Pajuxonga Bpunkmana (Reinhold Brinkmann, 1934-2010), Tetuc Kapnentep (Tethys Carpenter) u apyre.
8 O IlIrtpaycosoj Caromu Jepux Iager (Derrick Puffett, 1946-1996) xaxe: ,,Moxemo Buzets aa je Lltpayc
pPa3sMHIIIBA0 Y OKBHPY TEPMHHA ’acOLMjaTUBHU TOHAIMTET , TEXHHWKE IPAaMCKe TOHAIHE acoldjaldje Kojy je
Haciennuo o Barmepa. (...,) HETOKyNaH TOHAIHHM IUIaH Beh je OMO 3aMMIIJBEH Y HHETOBHM MpEIHAIPTHUM
KOMEHTapuMa 3a [IeJlo; OCTalo My je camo Ja To paspaau no tanduHa” (Derrick Puffett, Richard Strauss:
»alome”, Cambridge — New York — Melbourne, Cambridge University Press, 1989, 47). Takole, yn. Bryan
Gilliam, Richard Strauss s ,,Elektra™, New York, Oxford University Press, 1991, 208, 215.
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penanyja u3mely TOHaTUTETa U aKopaaa Kao MHCTAHIIM UHTEPIIPETAIlije, OJHOCHO J1a YKaXKe
Ha HayuHE Ha KOje OBe JBe Kareropuje o00e30el)yjy mpoayOs/b€HO WM IOTIYHO HOBO
pasyMeBame MO3UIje IPaMCKUX JTMKOBA, OJHOCA u3Mel)y HbHX, Kao ¥ Pa3IMdiTHX CTamba WK
ocehama y IpaMCKOM TOKY Ormepe.

ACOLMIJATHUBHU TOHAJIUTET

Ha mnouerky oBe aHamu3e MOTPeOHO je pPa3sMOTPUTH OCHOBHE AaCIHEKTEe HCIOJbaBamba
acolMjaTUBHUX TOHANINUTETA y onepu Enekmpa. [lonazHy npeMucy y TOM IOTrJey peacTaBba
YHI-CHUIA J]a BehrHa TMKOBa y orepy MMa CBOj acOLMjaTHBHU ToHAIUTET. Tako ce mel)y cBum
acoIMjaTUBHUM TOHAJIUTETUMA JIUKOBA, Ec-1yp HajcHaxxHHje adupMUIIEe Ka0 acOIMjaTHBHH
tonanuteT Enextpune cectpe Xpucoremuae. OBaj ToHAMUTET NpaTH BehnHy BeHUX HACTYIIA
y OIEpH, a CHATY T€ HEr0BE M0jaBHOCTH MOIpKaBa YIIPaBoO YHILEHUIIA /1A j€ Y TUM CUTYyalijama
KOHIMITMPAH O] TPETEKHO JUjaTOHCKUX aKopaja, MITo ce, uMajyhul y BUIy CTHII U XapMOHCKH
Je3WK orepe y HEIMHHU, MOXE CMaTpaTH IOHEKJIEe HeodeKuBaHWM. lle-Monm mMa 3Haueme
aCOIMjaTUBHOT TOHANNUTETa AraMeMHOHa — Enexrpunor, Xpucoremuauaor u OpecToBor omna
n KiuremHecTprHOT My>Ka — U TI0jaBJbyje ce caMo OHJIa Kajia ce pedepulie Ha wera, oOyayhu
7la ce OBaj JIMK HUKaJa He T0jaBjbyje Ha CIICHU H JIa je, IPEU3HH]je, 3a OBY JIpaMy peJeBaHTaH
jenuHo yOujeHn ArameMHOH. 3ato he ce HBeroB TOHAIMUTET, YIIPAaBO M3 OBOT pas3iiora, Kako
heMo BMJETH, MCIOCTAaBUTH Kao TOHAIMTET cMPTH.® YHpKOC CKPOMHOM I10jaBJbHBamy Ha
cueHr, OpecT HEIBOCMHUCICHO IIPEJCTaB/ba HM3Y3€THO BaXKHY (GHUrypy Yy oOIepu, ma je
pa3yMIBUBO JIa j€ B BbeMy J0JIe/beH’ acOIMjaTUBHU TOHAIUTET — Jie-MoJ. 1 y oBoM ciy4ajy,
OpecToB TOHATUTET Ce M0jaBJbyje U OHJA Ka/1a ’hera HeMa Ha CIIeHH, OJTHOCHO KaJia ce Ha Fera
camo pedepunre y nepanom tekcty.'? Ed-myp gurypupa kao aconujatusau TonamuTer Eructa,
EnextpuHOT O4yXa, ainu ce BeoMa PeTKO I0jaBJbyje Kao A0CIeaHO adhupmucad u oapehennm
aKOpACKHM 00OpTHUMa yTBp)EH! TOHAIMUTET, TE y BerOBUM I0jaBaMa Hajuenrhe yuecTByje camo
jemaH akopJ — TOHMYHHM CEKCTakopi. TakBa peayKOBaHOCT akopiackKor caipxkaja Ed-mypa
napaloKCaTHO MOIYNUPE HETOB aCOIMjaTHBHU KallallUTeT, 11a TI0jaBe TOHUYHOT CEeKCTaKop/a
OBOT TOHAJIMTETA TOTOBO YBEK UMajy pedepenity Ha Erucra. Mako ce y Teopujckoj aurepaTypu
MOJKE€ YOUMTH BHUCOK CTEITIEH CarJiaCHOCTH I10 NMUTamy BehnHe acolujaTHBHUX TOHAIUTETA Y
Enexmpu, y onpehernM cinydajeBIMa HeMa yBEK MOIyJAapHUX TyMmauema. [ako je JIHMK
Knuremuectpe, sxeHe youjeHor AramemHoHa u EnextpruHe Majke, mosesan ca duc-mxypom,t

® JIoK 110 jeHMMA 1Ie-MOJ1, KA0 TOHAIMTET CMPTH, TIPEJICTaB/ba Y HCTO BPEME M AraMEMHOHOB TOHANUTET, Bpajan
T'umujem (Bryan Gilliam) cmatpa na ce u Lle-nyp, KojuMm je 03HAYCHO M KOHAYHO MOKajame 3a KPasbeyOHCTBO,
MOe Y3eTH Kao mpaBu AraMeMHOHOB aconujatiuBHu ToHanuteT (yi. Bryan Gilliam, op. cit., 125).

10 3Gor Tora mWTO ce Me-MON MOjaBJ/byje Kao TOHAIMTETCKA, a BPJIO YECTO M CAMO Kao aKopJcKa MOJJIora
(3axBasbyjylin HaCTyIy TOHHYHOT aKopja OBOT TOHAJIMTETA) MCKa3uMa y KojuMma ce roBopu o OpecTy win
JpaMCKHM CHTyanpjaMa y KOjuMa je CaoIlIITeHa JIaKHa BECT O FErOBOj CMPTH (Ha MPHUMEpP, Y MOMEHTY y KOMe
Knuremuectpu caomnmrasajy aa je OpecT y I3THAaHCTBY OTHHYO /HapTUTypHH Opoj 262/ niu kaga XpucotemMuaa
y’KacHyTa y3BHKyje Opecm je mpmas! HAKOH IITO je 1o0ua BecT 0, ucrioctaBuhe ce, 1aXHOj OPaTOBIEEBOj CMPTH
/5a/3-6/), mojeauHM ayTOpH OBaj TOHAJIHMTET Takohe cMaTpajy acOLMjaTUBHUM TOHAJIMTETOM cMpTH (ym. Kurt
Overhoff, Die Elektra-Partitur von Richard Strauss: Ein Lehrbuch fiir die Technik der dramatischen
Komposition, Salzburg, Pustet, 1978, 32; uutupano mpema: Carolyn Abbate, ,,Elektra’s Voice: Music and
Language in Strauss’s Opera”, in: Derrick Puffett /Ed./, Richard Strauss: ,.Elektra”, Cambridge — New York —
Melbourne, Cambridge University Press, 1989, 110). Crora ce uuHu a Oi GHJIO MpELH3HHje OBaj TOHAJIUTET, Y
ONMCAaHUM CHUTyalldjaMa, Ha3BaTH acOIMjaTMBHMM TOHAJIUTETOM HaBOJHE cMpTH, Oymyhm mga Opect 10 kpaja
orepe 0CTaje JKUB.

1yn. Bryan Gilliam, op. cit., 72.
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ali, WCTO Tako, W ca Oe-monoM.'? OBaj JApyrm TOHANTHTET MoXe Takolje O3HAYABaTH W
Aramemnona,'® mpemma ce 3a mera, kako je Beh mcTakHyTO, Besyje me-mMon. MelyTtum,
CBOjEBPCHHU MapaJ0KC XapMOHCKOT je3uKa orepe MpejicTaBba YnbeHula 1a Enexrpa, Oymyhu
TJIABHOM jJYHAKHEOM, HEMa CBOj aCOIMjaTHBHU TOHAIUTET, TOCEOHO aKo Ce MMa y BHIY Jia CY
06e3Majo CBM JPYTd JIMKOBU NOOWJIM WM TPaBU ACOLMjaTUBHU TOHATHUTET (XpHUCOTEMHUAA,
Opect, KnuremnuecTpa) nin HeKy BpCTY TOHAJIHE aCOIMjaTUBHOCTHU (TOHUYHU cekcTakopa Ed-
nypa koju o3HaBada Ermcra). OOjammeme OBE HEOOMYHE CHTyaldje TeopeThdapu |
My3UKOJIO3M YTJIaBHOM BHUJE Y MOjaBU CHENUPHUHE aAKOPICKE CTPYKType IO3HATE IO
Ha3UBOM ,,ENeKTpUH akopj”’, Koja Ha ojpelheHn HauMH KoMIleH3yje EjnekTpuH aconujaTuBHA
TOHAJIUTET, aJld M Y JaBamy jOII jeJHOT acOIMjaTUBHOI 3Ha4YeHma 0e-Moy, o3HayaBajyhu ra
Kao0 TOHAIINTET KOji 61 ce Morao mope3ath u ca Enexrpuaom camohom. '

Jlpyru BUJ MCIOJbaBamka OBE JPAMCKO-TOHAIHE KaTeropuje y Enexmpu ce OJHOCH Ha
acolMjaTUBHE TOHaNMUTETE norahaja, crama u ocehama. CMPT IpeacTaBba CTAkE, OJHOCHO
noralhaj Ha KOjeM je IICHTPUPAHA CBa [pama y ONepH: MpTaB ATaMEMHOH j€ TOTOBO HEITPEKUTHO
neo HapatuBa, Kimuremuectpy u Ermcra kao ka3Ha 3a AraMeMHOHOBY CYCTIDKE HHXOBA
COIICTBEHA CMPT, JIOK IIaBHA jyHaKWIba, ENexTpa, u cama Ha Kpajy ymupe. Y TOM IOTJeny, 1e-
MOJI M €C-MOJI Cy y MPHINYHO] MEpHU YTBPHEHH KAa0 TOHAIUTETH KOjH Cy aCOIMjaTHBHO
noBe3anu ca cMphy. MeljyTuM, 0 TOj BPCTH TOHAJIHE aCOIMjaTUBHOCTU CE MOXE TOBOPHUTH
caMo y Be3H ca KOHKpeTHOM cMphy Hekor nojeauuna y onepu. C jeqHe cTpaHe, acolujaTHBHO
MOBE3MBAE 11e-MOJIa U CMPTU Y Ezexmpu ONpaBAaHO je OHJA KaJla 0Baj TOHAJIHUTET, KaKO je
pedeHo, penpeseHTtyje (youjeHor) AraMeMHOHa, IITO C€ BPJIO YECTO OCTBApyje U KPo3 MOjaBy
ETOBOT JIaJTMOTHBA y OKBUPY Pa3JI0KEHOT TOHMYHOT KBAPTCEKCTaKopa OBoOr ToHaiuTera. C
003upoM Ha TO Aa puUrypupa Kao jeaH oJ HajBaXKHUJUX TOHAIMTETA Y 3aBPIITHOM JIeTy OTepe,
1ojaBJbyjyhl ce TOTOBO Ta4yHO y TPEHYTKY Kama EjexTpa ymmpe, me-Moil MOXe T0OHUTH
3Ha4Yewe ToHanuTteTa (1) mwene cMpth. C npyre ctpane, bpajan ['uinjem ToHaTUTETOM CMPTH
y Enexmpu cMaTpa ec-MoJ, 3aTO IITO OBaj TOHAJIUTET 03HauaBa He caMo OpecToBY HaBOJHY
CMpT, CaoIITEHYy Ha CpeIuHHU onepe (mapTUTypHa o3Haka 262 / TakToBU 5-7), HEro u
EnextpuHy cMpT,'® anu Opu TOM Kao Jia 3aHeMapyje YMEEHHUILY JIa Ce Y TPEHYTKY HeHe CMPTH,
3aje[HO ca OBUM TOHAIUTETOM, MOjaBJbyje ympaBo Le-Mon.’® 3a pasmuky ox cMpTH Koja je
acollMjaTUBHO I[IOB€3aHa ca OBa JBa MOJICKA TOHAJIUTETa, 3a CTama WM ocehama Koja
pedepunty Ha JKMBOT, Ha CBY JICTIOTY, CTPAacCTBEHOCT W €MOIIMje KOje Mpyxka KHUBOT,
CUMOOJIMYKH, BE3yjy C€ MOjeAMHU AYPCKU TOHAJIUTETH. Tako je, Ha mpUMep, 3a U3pakaBame
JTMOHU3M]CKUX, OaXxaHaIM]CKUX, NTa U epoTckux ocehamwa y my3unu lltpayc uckopucruo E-
Iyp, IITO je Haj0O0Jbe OCIIMKAHO Y MMPUKA3y MEHAJUUKOT cTaka 6uha y EnexrpuHom miiecy koju
cnenqu mocne ErucroBor yOuctBa (291a/1-221a/l). Takohe, moxxkemo pehu ma Ac-mgyp
¢urypupa kKao acouujaTMBHM TOHAJIUTET HOCTAJITHje 3a NMPOUUIUM, CpehHMM BpeMeHHMa,

12'yu. Derrick Puffett, ,,The Music of *Elektra’: Some Preliminary Thoughts”, in: Derrick Puffett (Ed.), op. cit.,
39.

13 On mHOrMX XxapmoHU3anuMja ,MoTHBA ArameMHOHa”, 3a ApHomua Burana (Arnold Whittall, 1935) je npasa
yIpaBo OHa Koja je y 6e-MoJIy, U3 Yera Mpou3jia3u ONpaBaamke 3a OBy TOHAJIHY acOLHjalHjy: ,,JeNaH BaxaH neTab
y onOpanu EnexTtpe kojy Aaje mera CIylIKHIba jecTe MojaBa ATaMEMHOHOBOT MOTHBA Y "MCIPaBHOM MOAPYYjy
Oe-Mora, y maptutypHoMm Opojy 20” (Arnold Whittall, Dramatic Structure and Tonal Organisation, in: Derrick
Puffett /Ed./, op. cit., 60).

14 yn. Bryan Gilliam, op. cit., 72.

15 ym. Ibid., 159, 212 (T'unujem ce osae no3usa Ha LlITpaycose cKuige).

1 Buneru npumep 5.
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nMajyhu y BUmy, rpe cBera, EJEKTpHH CONMMIOKBH]YM UCIYHEH HOCTAITHUYHUM cehameM Ha
oma u obpahameM meMy Ha HauMH Kao 1a je xuB,'’ ¢ jenHe,  ToHaNHY mommory Ac-aypa,
HCITYE-EHOT JTHJaTOHCKUM aKOPJICKHUM CaJpkajeM, KOja KapaKTepHUIle Taj COJHIIOKBHJYM, C
Jpyre CTpaHe.

BE3E ACOLMJATUBHOI' TOHAJIMTETA WU TEPIHHUX TOHAJIHO-XAPMOHCKUX
OJHOCA

Kao TomanHa momiora KiIHTeMHECTpHHOM HCKa3y y CpEIMIIEeM Aedy 4eTBpTe cieHe'®
Enexmpe, xoja je y nenmuau GopmMupaHa Kao IUjajior u3Mely me U BbeHe MpodiieMaThudHe
khepu, 10jaBibyjy ce JBa TOHAJIUTETA U3Mely Kojux ce 00pasyje peannja MPUBUIHOT TEPIIHOT
cponctBa — @uc-nyp, y dynknuju KnuremuectpuHor, u ae-moi, y ¢yHkuuju OpectoBor
acornjatuBHOTr ToHanuTeTa (mpumep 1). Tema oBor HameTor pasroBopa aBejy xeHa je Opecr.
Ha Enextpune onrtyx0e mpeMa Maji Ja OBa YAHU CBE KaKO OW HEH CHH, NMOTCHIIM]aJTHU
OCBETHHK 32 ATaMEMHOHOBY CMPT, HAKOH IITO je MpOoTepaH U3 goMa ATpuia, y U3THAHCTBY
6uo youjen, KnmuremHecTpa HEyBepJHHBO OATOBApa Jia T'a je THM U3THAHCTBOM, Y KOj€M OH jOIII
YBEK KHBH, 3ampaBo cracuia. [locneama y agyrom Hu3zy KnuremHectpuHuxX pedepeHn Ha
cuna (ILIma me 6puea, oanexo je 00 kyhe)'® narta je y meroBoM aconujaTHBHOM TOHAJIUTETY,
Je-MOJTy, YTBp)EHOM KpO3 ABOCTPYKY I0jaBy TOHUYHOT akopjaa. OBaj TOHAJIUTET, OCHM IITO
pernpesenTtyje camor Opecta, HICTOBPEMEHO ojipakaBa M KITMTEMHECTPUH OTICECUBHU CTpax Ja
he ce OH jeHOT JAaHa WITak BpaTuTH. VI3HEHAIHU 3a0KPET HBEHOT JUCKYPCa, KOjU 0JIMax 3aTHM
CIIe/IH, 33j€/THO ca HarJioM MoayianujoM y duc-myp, nMa 3HaueHE OBPATKa lbeHOM YBEPEHY

1a MOXe OUTH y TIOTIyHOCTH Oe36emHa (Ja srcusum osde u 2ocnooapuya cam).?’

OBo KpaTKo
mojaBJbuBamke KIIMTEMHECTPUHOT acOIMjaTHBHOT TOHAIUTETA je Y QYHKIUJU HE CaMO ITTyKe
adupmMaImje TEeKCTyaTHOT UCKa3a y KOME Ce OHa TOTBphyje Kao HEKO KO UMa CBY CHJTY BIIACTH
y CBOJUM pyKama, Beh, y H3BECHO] MepH, U IOTBP/IE BEHOT JIyIIEBHOT CIIOKO]CTBA KOj€ jOj je Y
OBOM TPEHYTKY IpeKo MoTpeOHO. J[akie, OCHOBHHM 3HAYEH-CKM HUBO OBE TOHAIIHE pelialuje
OJJHOCH C€ Ha IPHUKA3HMBamhe HEHE OINCEAHYTOCTH MOTyhoM CHHOBJ/EBOM OCBETOM 300T

AramMeMHOHOBE CMpPTHU (I[C'MOJ'I), CjeI[He CTpaHE, a ca ApyTe, }LeHejom YBCK ITPHUJIMIHO CHAKHE

Y SKenum 0a me euoum, ne ocmaemaj me oanac camy! | Baw xao u jyue, nonym cenxe uz | nuwe 3uda usahu u
nokadxcu ce ceome oememy! (Ich will dich sehn, laf§ mich heute nicht allein! / Nur so wie gestern, wie ein Schatten,
dort / im Mauerwinkel zeig dich deinem Kind!) Cse nenose nmbpera IlltpaycoBe onepe Enexkmpa, KOju Cy
LUTHPaHH Y pajy, IPEBeo je ayTop OBOT paja.

18 3a pasmuky on cBoje panuje Mysuuke apame Carome, llltpayc y mapturypu Enexkmpe Huje 1ao MOJeTy Ha
crene. [Tozena o K0joj je oBie peu yTeMesbeHa je Ha pagosiuma Mapuepu Ennke (Margery Enix, ,,A Reassessment
of Elektra by Strauss”, Indiana Theory Review, 2/3, 1979, 33) u Mumiesna Bejea (Michel Veilleux, ,,La Structure
Dramatique d’Elektra de Strauss”, La Scena Musicale, 6/8, 2001, 5) u ynotpeGbeHa ¢ IIUIbEM JIAKIIIET CHATAKE A
y IUCKYPCY O aHAIM3UPAHUM CETMEHTHMA OBE My3HUKe Apame. [Ipema CTpyKTypaau3aiujy Koja je mpeIoKeHa
y HaBeIGHUM panoBuma, Enekmpa je mojiesbeHa Ha ocaM clieHa. EHMKCOBa MpaBu Mo/eNny Tako IITO yKasyje Ha
Mpenn3aH MoYeTak M Kpaj CBAaKe CIEHE y caMoj MapTUTypH (IpemMa MapTHTypHUM OpojeBMMa M TaKTOBUMA Y
OKBHPY HHUX), IPUTOM HX rpynuuryhu y cxemy coHaTHOT o0iuka. Bejy, mak, THM clieHaMa Jaje Ha3uBe mpema
BHXOBOM IJIABHOM JIPAMCKOM CaJpkajy, anu 0e3 Mpeln3HOT MO3UIHOHUPaka IPaHUIA THX CLEHA y TapTUTYPH.
KomOuHoBameMm oBa jaBa mpeasora ce noouja cneneha crpykrypanusaumnja Lltpaycose Ezexmpe: npBa clieHa
(moverak — maptutypHu Opoj 34 / TakT 11) — mponor ciaymkuma; apyra cuena (34/12—-63/8) — Enektpa cama;
tpeha cuena (64/1-129/6) — Enextpa u Xpucoremuna; yerspra ciieHa (130/1-275/4) — Enextpa u Knuremuectpa;
nera creHa (l1a/1-119a/10) — Enextpa u Xpucoremnaa; mecta criena (120a/1-186a/15) — Enexrpa u Opecr;
cenma ciieHa (187a/1-218a/5) — Enextpa u Erucr; u, ocMa criena (219a/1—xpaj) — Enextpa u Xpucoremuaa.

1 Was kiimmert mich, wer aufler Haus ist.

20 Ich lebe hier und bin die Herrin.
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YBEPEHOCTH J1a joj ce y ToM morjeay Humra Hehe noroautu (®uc-ayp). [Ipu Tome, camo Ha
MIPBU TIOTJIE], MPEOoBaaBa NoTome ocehame. MelhyTum, TepIHU OJHOC HE TOCTOjHU CaMoO
n3melyy nBa ToHanuTeTa, Beh je MHKOpIiopucaH U y penaiuje usMely akopama yHytap o6a
TOHAJIUTETA, IIITO j€ MOTBPY)EHO BUILIECTPYKUM M0jaBJbUBAHEM XPOMATCKOT TEPIIHOT CPOCTBA,
Koje je apupMHCaHO MEAMjaHTHHM aKOpAMMa M OAroBapajyhuM akopACKHM penanujama.
Jlpyrum pedrma, JOK MPUBUAHO TEPLUHO CPOACTBO M3Mely JBa TOHAIUTETa CUMOOIMYKU
noJBiaun Benuky aucraniy msmehy Kimremuectpe n Opecta, n0Tie ce UCIymhaBame 00a
TOHAJIMTETA CIMYHUM, XPOMATCKUM TEPIHHM Be3ama u3Mely akopajaa MOKe MCTOBPEMEHO
MHTEPIPETUPATH U KA0 MOTBPJia IBOZHAYHE CPOJTHOCTH M3Mel)y oBa /1Ba JIMKa: OHM HUCY CaMO
Majka ¥ CuH, Beh 00oje HOce cTUrMy 3iouynHIa. KiuTteMHecTpa je BUHOBHUK 3JI0YHMHA U3
npouuiocTy, a Opect oHOT Koju he TeK HACTYHNUTH: Of] lberoBe pyke he macTu u merona Majka
KinuremnecTpa u weH JbyOaBHUK Erucr.

IMpumep 1: Puxapxa lpayc, Exexmpa, naptutypuu 6poj 221 / takt 7 — 222/3

(Sehr schnell)
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Pasmorpumo caga jomr jeaHy MOTyhHOCT MHTEpIIpETalyje BETUKOTEPLUHUX aKOPJACKUX U
TOHAJHHX penanuja y Erexmpu. Ha xpajy cenme U Ha MOYETKY TOCIIEAHE, OCME CIICHE OTepe
youaBajy ce JiBa CErMEHTa KOjU CaJpiKe MO TPU aKopAa, OJHOCHO TpU TOHAIUTETa, mopehaHa
[0 CUJa3HUM BeJUMKUM Tepuama (214a/1-221a/l). C 003upomM Ha TO Ja OBU IMOKPETH Yy
XapMOHUjU TpeACTaBJbajy MOJUIOrY HMCKazuMa y KOjUMa ce Ha jeJlaH MM JAPYI'M HayuH
pedepuilie Ha CMpT, J10J1a31 0 NMPOLIMPEHa 3HaYeHa aCOLUjaTUBHOT TOHAIUTETa CMPTH Ha
YUTaB TOHAJIHHU, OJTHOCHO aKOPJCKH ¢J10j. [IpBU CerMeHT je akopACKH U YHHE r'a TPO3BYILH egh-
ac-ye, oec-eg-ac n a-yuc-e, popmupajyhu CyKleCUBHO Hajlpe AMjaTOHCKY, a MOTOM H
XpOMATCKy TepiHy penaiujy. CerMeHT Tpaje camo jeqaan TakT (214a/1), anu ce \beroBu akopau
110jaBJbY]y Kao MOJJIOTa IPaMCKOM KJIMMAaKCY KOjH ce IMOKJIarna ca TpeHyTkoMm Erucrose cMpTH,
HETIOCPEJTHO TI0CTIE F-erOBOT CAMPTHOT Bamaja Youuwe me!?t (mpumep 2).22 Jlpyru cerment je
TOHAJIMTETCKU W TpajJie ra TPU TOHAIUTETa — IIe-MOJ, ac-Moll u E-myp — m3mely kojux ce

2L Sie morden mich!
22 Tlomro y 0BOM CErMEHTY HHUje MOTyhe yCIIOCTaBUTH jefaH oapeleH TOHAIUTET, TpH akopaa y IpUMEPY HUCY
O3Ha4YeHa yoOW4yajeHOM (PYHKIIMOHAIHOM XapMOHCKOM Imdpom, Beh CIOBHOM O3HaKOM. MaiuMm MOYETHUM
JATHHUYHAM CIIOBOM o3HadeH je mouicku (f = egh-ac-ye), a Benmuxum — nypceku tposyk (Des = dec-eg-ac; A = a-
yuc-e).
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CYKIIECHBHO HCIOJbaBajy HAjIpe XpOMaTCKa, a MOTOM JHJaTOHCKAa TEpIHa CPOJHOCT. 3a
pasNMKy O] MPBOT, OBAj CETMEHT 3ay3WMa 3HATHO JY>KH JIEO My3HYKOT Toka (216a/1-221a/1)

U TpeacTaBiba noasiory uckazuma Erucra, Enektpe u Xpucoremuzae, Koju ce yKpuTajy y
jeTHOM IpaMaTHYHOM TPEHYTKY: Ha ITHTak-e CMPTHO pameHoT Eructa — 3ap me e uyje nuxo??
— Enexrtpa mo6e10HOCHO, ajli CapKaCTHYHO OAroBapa — Aeamemnon me uyje!;?* Eruct ogmax

3aTUM yMHpe ca HOCIeIiUM BallajeM Ha Koju ce Huko Hehe onasatu — Tewko menu!;>

Haj3a/l,
XpucoreMua, Kao J1a c€ HUIITA HHUjE IeCUII0, OMBa HECKPUBEHO ycXHWheHa HAKOH cycpera ca
OparoM 3a Kojer je MUCIIiIIa Ja ce HUKa] Hehe BpaTUTH U3 NPOroHCTBa — Enekmpa, cecmpo!

Xajoe ¢ nama! O, xajoe | ¢ nama! To je naw 6pam, koju je y kyhu! To je Opecm.?®

Mpumep 2: P. llltpayc, Exexmpa, 213a/8-214a/1

(Schnell)
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VY oBa /Ba cerMeHTa yKyNHO MOCTOjU IIECT Pa3IMYUTUX TOHAJIUTETa WJIM MOTEHIUjaTHUX
TOHAJHUX IIEHTapa, O] KOJUX j€ camo je/IaH, Iie-MOJI, aCOI[MjaTUBHO MoBe3aH ca cMphy. [Iputom
J0J1a3U U 10 IPOLIMpEeHa OBOT acOLMjaTHBHOI 3HAY€Ha ca Ie-Moja Ha CIUIET ONMUCAHMX
aKOPJCKUX U TOHAIMTETCKUX pellaliija, U TO 3aXBajbyjyhu celupu4Hoj UHTEpaKuju usmehy
MY3UYKOT U TEKCTyalHOT HMBoa. byayhu f1a rcka3u o cMpTu peoBiiazaBajy AaTuM JUCKYpPCOM
U J1a J10J1a34 JI0 CBOJEBPCHE aricolyTH3alMje CMPTH Y OBOM JIeNly orepe — jep cy, Ha ojpelhenn
Hay4uH, ca cMphy NOBE3aHU CBM aKTepH, YaK U OHHU KOJU ca HbOM HMajy Hau3rJje]l HajMambe Be3e
— 1[e-MOJI Kao acOIMjaTHBHU TOHAJUTET CMPTH M TOHAJHA MOJJIOra jeJHOM Jeny (M) OBOT
JMCKypca O CMpPTH, NPOLIUpYyje 3HAueHhe CMPTH W Ha BEJIMKOTEPLHY penlanujy Tpu
TOHAJIUTETa/aKop/ia KOJU Ce IO0jaBJbyjy Y MY3MUYKOM TOKY KOJU MpaTu TpeHyTak ErumcroBor
youctsa. [logcetnmo, cMpT je OCHOBHO 3Hauewme Enekrpunor u ErucroBor uckasa, anu He U
XpHUCOTEMUANHOT, KOJHU je TOTOBO MOTITYHO HE3aBHCAH O]l IpyTa JiBa CKa3a U ToBOpHU o cpehu
KOHAYHO OKYIJbeHe ATraMeMHOHOBE Jelle. XpHUCOTEMHUAA, KOja y MOpPOAUYHO] Tpareauju

2 Hort mich niemand?

2 Agamemnon hort dich!

25 \Weh mir!

% Elektral Schwester! komm mit uns! O komm / mit uns! es ist der Bruder drin im Haus!



Anexcuh, M.: Acoyujamuenu monaiumem u mepyHu MOHAIHO-XAPMOHCKU...

MPaKTUYHO jeInHa PUTYpHpa Kao MPOTHBHUK HACKJba M CMPTH, caominTasa aa je Opect y kyhu
u no3uBa Enextpy na um ce npunpyxu. [lomTo je, nak, moznaro aa je Opect Aomao y cBojy
polHy Kyhy MpBEHCTBEHO ca 3aJaTKOM Ja yOuje MajKy U ouyxa, u3 oBor nosusa Enexrpu ce
3aKJbydyje Ja Ou CBO Tpoje AramMeMHOHOBE jere Tpebajgo ma Oyay €0 MCTOr JUCKypca,
’nuckypca cMpTti’. Enextpa kao mHcnupaTtop ocBere W OpecT Kao HEeH HM3BPLIMIIALL jecy,
HapaBHO, JEO TOT ’JAWCKypca’, alli ce TO, CBE OO OBOI TPEHyTKa, HUje Morio pehu 3a
Xpucoremuay. Jlo moryhHocTH yodaBama oBe 'HOBE' XpPHCOTEMHUE JONUIO C€, JaKJe,
MIOCPEJICTBOM MPEITIOKEHE XapPMOHCKE HHTEPIIPETAIlH]e TeKCTYIHOT 3HaueHha: XpUCOTEMUIa
Ha HEKM HAYMH cama cebu Mpu3Haje, a Jla TO HHUKaJ HHUje WU3rOBOpHIIA, Ja j€ U OHA JIe0
CBEOIIUTET aMOMjeHTa CMPTH, IITO BOJIM U Ka APyrauujeM ouMamy MO3UIHje OBOT IPaMCKOT
nuka y omepu. Hamme, oicycTBO HeHE peakiiMje Ha CMPT MajKe M OdyXa je BHUIIE HEro
CUMITOMaTUYHO U MOKE IOOUTH CBOj€ OMPABIALE JEMHO KPO3 YNELEHUITY J1a U OHA JI€IH UCTH
OCBETHHYKHU TIOPUB Ca CBOjUM OpaToMm U cectpoM. OBY HHTEpIpETAIH]jy J0JaTHO noaynupe E-
Iyp Kao TOHAJHA MOJUIOTa HEHOM HMcKazy. OBaj TOHATUTET y MOTIYHOCTH IMpey3nuMa YJIory
WBEHOr aconujaTuBHOr Ec-mypa, mrTo moTBphyje meroBa TOTOBO IOCIIEAHA AHMjaTOHCKA
aKOpJICKa KOHIICTIIMja, CACBMM OJAroBapajyha Takohe MpeTe:kHO MUjaTOHCKO] KOHIICTIIIH]H
HEHOT' aCOLIMjaTHBHOT TOHAIMTETa TOKOM omepe. Ho, ako oBoMe 10oaMo M acouujaTUBHO
3Haueme E-aypa kao ToHanuTeTa AMOHM3UjCKUX ocehama y OnepH, Ha KOje je paHuje yKa3aHo,
TEpEeH 3a pa3yMeBame jeiHe Apyraurje XpucoTeMuie je y NOTIYHOCTH IPUIIPEMIbEH.
ToHANUTETH KOjU Cy OPraHM30BaHH y MEIMjAaHTHH KPyr’' MajuX TepIy 3HAyajHo
JOTIPUHOCE MHTEpIpeTanuju XpucoTeMUIuHOr HacTyna y Tpehoj cuenu omepe. OBaj Kpyr
3alloYMbe M 3aBpIllaBa C€ Ha HEHOM acOIMjaTHBHOM TOHanmuTeTy, Ec-Iypy, a Ha HBEroBoM
Kpajy ce jOIIl jeTHOM T0jaBJbyje MapaJieTHH TOHAIUTET, ma ce popmupa cineaehu vus: Ec-myp,
I'ec-nyp, A-nyp, ne-moi, Ec-nyp u me-mon (75/1-78/5). Beoma ce nako youaBa aa je oBaj €0
JMjajora JIBejy cectapa, Xpucoremuae u Enexkrpe, y HOTIYHOCTH 3aCHOBaH Ha CyKIIECHBHUM
TepuHUM ojxHocuMa u3Mmel)y tonamutera. Ilpu Tom ce, 3a pa3nuKy O] HEKHUX NPETXOTHO
ONMCaHMX CHUTYyalMja, TOHAJHM TOK He (okycupa Ha TayHO ojpeheHy BpCTy TeplHe
CPOJIHOCTH, jep ce youaBajy CBE TpU BpCTe: IHMjaTOHCKA, XpOMAaTCKa M IPUBUIHA TEpLHA
cponHocT. HajjenHoctaBHHja BpcTa OBOI OJIHOCA, JUjaTOHCKA TEpIHA CPOJHOCT, UIAK MMa
M3BECHY MPEIHOCT Y OJHOCY Ha JIpyTe JIBE, C 003UpOM Ha To 1a ce Ec-mayp u 11e-Mou1 Koju — Kao
MapajieIHd TOHAIUTETH — (POPMHUPA]y OBY BPCTY TEPIIHOT OJIHOCA, JEIMHU T10jaBJbY]y IO JIBa
nyTa W jeauHu OuBajy MNOTBpheHH KaJeHIama, U TO TOTOBO OHHMM TpPaTULUOHATHUM
(xapMOHCKa, TIOTITYHa ayTeHTU4YHA KajeHua y Ec-nypy, y 75/4-8; menonujcka U XapMOHCKa,
Takohe MOTIyHa ayTeHTWYHa KajeHUa y ue-mony, y 77/8-78/5). OBakaB KOHIENT JaTOT
cermMeHTa Tpehe creHe, y OKBHPY Kora MOCTOJU IOJeNa Ha CTaOMIHHUjM Jeo (HmapayeinHu
TOHAJMTETH NMOTBPHEHU KaJeHIlaMa) U OHA] HECTaOWIHUjU (MEAMjaHTHM KPYI TOHAJIMTETa,
KOjH YKJbYUYyj€ U XPOMATCKY U IPUBUJIHY TEPLIHY CPOJHOCT), IPEACTABIbA MOJIPILIKY APAMCKOM
Y TEKCTYaJTHOM 3HAYeHy Koje ce Takohe apTHUKyIuIIe Ha JBa MapajeHa CeMaHTHYKa HUBOA.
C jenmne crtpaHe, OmmTa JApamMcKa MPOQHINCAHOCT XPUCOTEMUIMHOT JINKA Ka0 TPOTHUBTEXKE
EnextpuHOM JHKYy, wWcTHYe XPHCOTEMHUIY Kao TICHXHYKH CTaOWIHHU]Y, JKUBOTHO
ONTUMUCTUYHH]Y U, YOIIITE, BEAPH]y 0CO0y y OJHOCY Ha HEHY CECTpy, IITO j& Y MYy3HUIIH
MO/IP>KAHO MPETEKHO JAMJaTOHCKUM aKOPACKUM (POH/IOM CBUX yuecTBYjyhux ToHanurtera, a y

2 yn. Dejan Despié, Harmonija sa harmonskom analizom, Beograd, Zavod za udzbenike i nastavna sredstva,
2002, 155, 212, 364.
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MPBOM peIy HEHOT acolMjaTUBHOT ToHanmuTeTra. C Apyre crpaHe, y KOHKPETHOM CIyd4ajy
XpucoreMuia unak He pedepuine, Kako TO YeCTO YMHH, Ha KUBOTHY cpehy, Beh m3paxkasa
cymMme y To xohe nm joj ce Ta cpeha wmkam 3amcrta W OCMEXHYTH. Ty CKENTUYHOCT,
nemuppoBaHy U3 HEHOT (GUIypaTHBHOT TOBOPA O AYIIEBHO] TeckoOu,?® kpyHHIIe aneropuja
CyMmbe Ja ce HuKan Hehe ocTBapuTH Kao Majka, Ha KOjy yKa3yje CHHTarma o mpa3Hoj coow,
IIpa3HoOj HajBEpPOBATHHUjE CTOTA IITO Y H-0j HEMa Jedje KOJeBKe O K0joj Tako Ayro Mamira.?®
MenujaHTHH TOHQJIHU KpPYyr ca adupMmammjoM CBUX BpCTa TEPIHHUX CPOAHOCTH YIIPABO
MIpeJICTaBJba MOJIPIIKY OBOj BPCTH CYMEbE O KOjO] OHA TOBOPH.

3HayajaH MHTEPIPETATUBHU MOTEHIMjaJl MMajy JIBa TOHAJIUTETAa KOja Cy y OIEpH
aCOIMjaTHBHO IOBe3aHa ca CMphy — IIe-MOJI M €C-MOJI — M KOjeé HCTOBPEMEHO IOBE3yje
XpOMaTCKa TepIHa penanuja. Y TOj yJIOo3H, MPBU TOHAIHMTET ce aQUpPMHUILIE YIIIaBHOM KpPO3
,,MOTHB ATaMeMHOHA”’, KOjH je¢ y HajBeheM Opojy ciIydajeBa JaT Ha IMOJI03U HeroBe TOHUKE, a
JpyTd TOHAJIMTET, 3aXBaJbyjyhH TOME IITO Ce€ Yy TPEHYTKY ENeKTpuHE CMPTH, Y 3aBpLIHUM
TAaKTOBHMa OIlepe, T0jaBJbyje HEroB TOHHYHHU akopa. Ha camom kpajy omepe monasu U 10
cnenn(UIHe MHTEPAKIIMjE OBa JBa TOHAJIUTETA, TAKO LITO OHH, CBEICHU YIPAaBO HA HUXOBE
TOHMYHE akopje, (opMHUpajy OpaMaTyplIKd HAleTy 3aBpIIHY KaJeHiy, Kaga Enextpa,
UCLPIUbEHA IIJIECOM, I1aJ1a Ha 3eMJby MpTBa (pumep 3). Mehytum, TpeHyTak cMpTH, O3HaUEH
aKOpJOM TOHHKE €C-MOJia, OMBa EKCIIPECUBHO HAJjadyaH y caMOj MY3UIIH, jep y MOCICIBUM
TAKTOBMMa OTIEpPE JI0JIa3H JI0 HArJIe CMEHE U3 aKop/ia ec-2ec-Oe y IyPCKU TOP3BYK ye-e-ce. OBy
6p3y cmeny Tetuc Kapnentep je HasBana ,,6pyTanHom jykcranosurumjom”’ nsa ToHanurera,
KOja ce MOJKe y3€TH Kao HICTUHCKH KIIMMakc orepe. He camo 1a je xpoMaTcka TepliHa pelaimja
MIPETBOPEHA y MPUBUIHY, HETO j€ TO Pe3yJiTaT MyTallije Yrje ce JIjCTBO Ha 00a acoljaTHBHA
TOHAJIMTETAa CMPTH PACIPOCTHPE TOKOM IIeJe OIepe, ald MOCTaje BUAJBUBO TEK HA HEHOM
kpajy. C jemHe crpaHe, ec-MOJl Ha Kpajy omepe O3HadaBa TpaHC(HOpPMAIH]y, OTHOCHO
HCTOBPEMEHY XapMOHCKY U 3HAa4YeHCKy MyTanujy Ec-mypa, acolnjaTHBHOT TOHAJTUTETA HEHE
cectpe Xpucoremuzae. Y JuTeparypu cy moHyheHa pazinuuuTa oOjallmberma OBe MyTalluje.
Tako, bpajan I'mnmjeM oBaj mocTymak cMaTpa HMPUPOJHOM TMOCIEAHMIIOM pelnalyje y Kojoj
1ocje ec-MoJia — TOHAIUTETa KOjU O3HavyaBa jJeAHy Hagoony cmpm, OpecToBy CMpT’ paHHje y
ornepu —u Ec-nypa — ToHanmuTeTa Koju, ocuM o ynyhyje Ha XprucotreMu1y, 03HauaBa U jeHy
CHAXHY Jfceby 3a JHCUBOMOM — Ha Kpajy MOHOBO Mopa jgohu ec-moi, anu koju he Taga
03HAYABATH CMEApHy cMpm, y oBoM ciydajy, Enexrpuny.®! Jlopenc Kpejmep, MehyTum, oBo
‘nipeokpeTame’ XpucoremunuHor Ec-mypa y ec-Mon y TpeHyTKy EnextpuHe cMpTH Tymadw
Kao 3HaK HECHOT ,,KaXmhaBama’, U TO Mame 300T HEHOT MOJACTUIlamha Ha YyOUCTBO MajKe U
odyxa, a BUIIE 300T HeHe kKeJbe Ja Y Taj OCBETHHUKM TOAYyXBaT yByde M CBOjy cectpy.32 C
apyre crpase, lle-nyp y muecy ¢urypupa, kako hemo KacHUje BUIETH, KaO TOHAJIUTET
Enextpunor tpujymda U, HUCTOBPEMEHO, Kao TOHAJIMTET TpUjymda ocBeTe Hal
AramMeMHOHOBHM yOuIlaMa M pecTayparnuje cTapor noperka. CaMuM THM je U aKopJ ye-e-ee,

B Kao da umam eampy y epyouma, / koja me 201U 0a CmMaino mymapam no Kyhu, / nujeona me odaja ne mpnu,
Mopam / 0a npenazum ca jeonoe npaza na opyeu, agaj! / I'ope, done, kao da uyjem enacose... (Ich hab's wie Feuer
in der Brust, / es treibt mich immerfort herum im Haus, / in keiner Kammer leidet's mich, ich mufs / von einer
Schwelle auf die andre, ach! / treppauf, treppab, mir ist, als rief' es mich...)
2 .a xaoda yhem, npasna coba 6ymsu /'y mene. (...und komm ich hin, so stiert ein leeres Zimmer / mich an.)
30 Tethys Carpenter, ,,The Musical Language of *Elektra’”, in: Derrick Puffett (Ed.), op. cit., 103-105.
3L yn. Bryan Gilliam, op. cit., 231.
32 Lawrence Kramer, Opera and Modern Culture: Wagner and Strauss, Berkeley — Los Angeles — London,
University of California Press, 2007, 198.
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Anexcuh, M.: Acoyujamuenu monaiumem u mepyHu MOHAIHO-XAPMOHCKU...

Kao TMOCJIeIBbH aKop/l y onepH, y Behoj Mepu 3HaK TpaHCcPopMallnje e-MoJjia, Ka0 TOHAJTUTETa
AramMmeMHOHOBE cMpTH, Y Lle-nyp, kao ToHanuTeT TpujyM(a, HETO MITO je aKOP.I YUjH Ce 3HAYA]
ucupIbyje 'y 0p30j, ,,0pyTalmHO] JYKCTalO3WIMjU~ JIBa TOHAIMTETa, O KOjO] TOBOPH
Kapnenrteposa.

Ipumep 3: P. lltpayc, Erexmpa, 261a/13-262a/10 (xpaj onepe)

(Sehr schnell) allmaihlich breiter
Chrysothemis
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VY oBOME ce MOTY YOUMTH JiBa HUBOA MHTEpIIpETaIyje. Y MpBOM OJ] BbUX, XPOMATCKa TEPIIHA
CPOIHOCT MOJICKMX TOHAQJIUTETa, Kao AacOIMjaTMBHUX TOHAJHWTETa/akopana CMpPTH,
apTUKYJIMIIE CE U Kao 0JIHOC n3Mel)y ArameMHOHa U lheroBe Khepu Koja je HajBHIIE 3acTy>KHA
3a TO IITO je W3BpIIEHA OCBETa Haj HeroBuM younama.®® OBaksa HHTepIpeTanyja 101a31 10
M3paxkaja Ha CaMOM 3aBPIIETKY OMepe, T1Ie CE €c-MOJI UCI0JhaBa Kao TOHANUTET EnexTpune, a
1[e-MOJI y TIOTIYHOCTH y4BplIhyje Kao TOHAIUTET ATaMEMHOHOBE CMPTHU, MPHU YEMY JIPYTH
yjeIHO HOCH 3Hauewe Ja je Kpajb KOHa4yHO ocBeheH. Y Jpyrom, CI0XXEHHjeM HUBOY
WHTEpIpeTaluje, 00a TOHAIUTETA MOJIeKY MyTallij1 KOja MOCTaje HOCHIIAI] KaKO XapMOHCKE,
TaKo jolll CHaXKHHU]e, 3HaUecKe TpaHcpopmanuje. Hanme, nBoctpyka MyTanuja nocrojehux
acoIMjaTUBHUX TOHaIuTeTa — EC-1ypa y ec-mod, ¢ jeqHe ctpane, u 1e-moina y Le-ayp, ¢ apyre
— mperrhe ce ca yCIOCTaBJbalkeM HOBOT 3HAYCHCKOT CII0ja TPOM3ANUIOT W3 MPHMapHe
CEMaHTHUYKe KOH(UTypallHje TpemMa K0joj MyTallija U3 Aypa y HICTOMMEHU MOJ UMa 3HAYCHE

33 TToTpe6Ho je ykasatu u aa Teruc Kaprentep cMartpa Ja oBa JjBa TOHAIMTETA OJPAKaBajy ,,MpauHy CTPaHy
Enexrpunor kapakrtepa” (Tethys Carpenter, op. cit., 105).
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Hosu 3syx 58, 11/12021.

’3aTaMBbemba’, Kao MITO U MyTallkja U3 MoJia y MICTOMMEHH JIyp MMa 3Havaj “TIpocBeTshema’: Ec-
Iyp je MyTalHjoM Yy €C-MOJI JKUBOT "TIOHUIITHO Y CMPT, JIOK je Ie-MoJ MyTaiujom y Lle-mayp
’moGeMo’ CMpPT )KUBOTOM, CUMOOIIMYKH YIIPaBo y HocaemeM TakTy onepe.>* Ha Taj HaunH ce
XpOMAaTCKa TEepIIHA CPOTHOCT M3Mel)y akopasia M TOHaJIMTEeTa YKPCTHIIA ca MyTallijoM, U3 Yera
j€ ¥ mpoM3UIIIa MHTEpIIpeTalyja ogHoca u3mMely »KuBora U CMpTH Ha Kpajy npame. JKUBOT y
cpehu, Koju Ccy, Moclie HU3a Tpareinja, IPEeKUBEIN aKTepU 3aCITyKWIM Ha jeaH WU IPYTU
HauuH, TpujymMdyje Hag cmphy. [Ipennsnuje, HaJ CBUM cMpTUMa KOje je CyA0uHa Joennia
nomy Atpuma — Hag WMdurennjunom, AramemaoHoBoM, Knuremuectpuaom, ErucroBom W,
KoHauHO, EnextpuHoM cMphy — u TakaB HOBH, oOchaHW XHBOT, KOjU MOXXEMO CaMoO Ja
MPETIOCTABUMO, aJld KOjH orepa Huje 'obenoganuia’, moTphyje 3appmnu Lle-myp.

[Mocnenmwy cueny omnepe Enexmpa (219a/1-262a/10) nedunuire cuenududyna TeH3uja
n3mehy Lle-nypa u E-nypa, nBa ToHamuTera u3Mel)y unjux ToHUKa ce popMHpa XpOMATCKH
TepuHn onHoc. CrienmuUIHOCT OBE TEH3Hje OmpaBaaBa Hekoiauko (aktopa. IIpeo, Le-ayp
(YHKIMOHMIIIE KA0 OCHOBHU TOHAJUTET CIICHE, a E-yp Kao meroB CeKyHJapHH TOHAIUTET,
IIpH YeMy clieHa 3arnounme E-aypom, a 3aspmasa ce Lle-aypom.®® 3atum, oBu ToHATUTETH CY
TJIABHH TOHAIUTETH EJCKTpHHOT IIieca, Haj3HA4YajHUjer Jena oBe cireHe. KoHadHo,
aconjatuBHU ctaryc Lle-aypa kao Tonanmutera EnexTpuHor Tpujymda, Koju ce MmocTeneHo
dbopMupao TOKOM orepe, 1o0uja CBOjy HaArpalmby Ha CaMOM Kpajy omepe, TUME IITO Ce
dbopMupa uHTEpIpeTanuja npeMa kojoj Lle-myp mMoxe mocrtaTé U acolyjaTUBHU TOHAIUTET
pecTaypanyje CTapor naTpujapXaaHoT MOpeTKa, ® 3a mTa je npeayciios 6una Knuremuectpuna
u ErucroBa cmpt. Mehytum, Tpujymd Tor mopetka je o0e30eanna YumbeHUIA 1a, Ha Kpajy,
EnexTpa Ha HEKW HAYWH KPTBYje U camMy ceoe.

VY CB0jOj aHAIHM3U XapMOHCKOT je3uka Einexmpe, I'MnujeM W3HOCH TE3y Ja je 3aBpIIHA
CIICHa OIlepe OpraHM30BaHa MCTOBPEMEHO M Kao ,,IpoIIHpeHn KOH(IUKT’ u3Mel)y oBa nBa
TOHAJIHA LIEHTPA, ¥ KA0 BUXOBO ,, HHTUMHO crajame”.>’ Yipaso he ce n3 IpOTHBPEYHOCTH K0ja
MOCTOjU y oHOoCcy u3Mel)y "KOHGIMKTa  OBa JABa TOHAJIUTETA U BbUXOBOT 'Cliajarba’ U3POJUTH
U Hallla MHTepIIpeTalyja, Kao CBOJeBPCHA XEpPMEHEYTHUKa HaArpama oBe I nimnjemMose Tese.
Tako hemo ,,MHTUMHO clajame” CXBaTUTU Kao MOCIEIUIly MOCTOjarka TOTOBO MCTOBETHOT
XapMOHCKO-(DYHKIIMOHAJIHOT CaJip)kaja y OBa JiIBa TOHAJIMTETa, KOJU je PEenpe3eHTOBaH
TPO3BYIIIMAa TOHHWKE W JIOMHHAaHTHHM YETBOPO3BYIMMAa Yy JYT'MM TpajamblMa, a MOceOHO
crenu(pUIHOM XapMOHCKOM BE30M YMamEHOT CENTaKop/a Ha MOBUIIEHOM IIIECTOM CTYIY U
JOMHUHAHTHOT cenrakopia (mpumepu 4 u 5). Mehytum, koHdaukT’ hemo npe pazymeru Kao
MPUTYIICHH HETO Kao MPOIIMPEHH, yCJell ONHCaHE CIMYHOCTH aKOPJACKOT CaapiKaja OBHX
ToHanuTeTa. Ha OCHOBY Te€ CIMYHOCTHU C€ 3HAYajHO JIAKIEe UCTUYE KOHTPACT KOJU MPOU3Ia3u
13 XpOMaTCKOT TEPIIHOT OJJHOCA BbUXOBUX TOHHMKA, YTOJIMKO BUILIE LITO OBA JABA TOHAJIUTETA HU
y JEJHOM TPEeHYTKY y MYy3HYKOM TOKY HE Clie/ie jellaH 3a IpyruM. 3Hauemcke chepe aBa
TOHAJIMTETa OTKPUBAJy jOII BehM KOHTPACT aKo ce y3My y 003Hp OUIOMIIM Y KOjUMa OBJIE, ajlH
W paHHWje y ONepH, OBH TOHAJIHMTETH TPEJICTaBIbajy TOHAJIHY MOJUIOTY MCKa3uMa oapeheHmx

34 Cnnuno aconujatusHo 3Ha4erme {e-aypa ce Gopmupa Beh y mectoj ciienu, o uemy he GUTH peun KacHuje.
35V ToM cMucity, GakTHUKO MOCTOjarbe JIBE TOHUKE Jiaje IPOCTOpa 3@ TYMAauerhe XapMOHCKOT TOKA Ca acleKTa
CHEeIU(PUIHOT TEOPHjCKO-aHAJMTUYKOT (pEeHOMEHa KOjU je MO3HAT MOJ Ha3sUBOM O080MOHuyHU Komniexc (YII.
Robert Bailey, ,,An Analytical Study...”, op. cit., 121-122, 125-126, 134; Matthew Bribitzer-Stull, op. cit., 324).
% Vn. Bryan Gilliam, op. cit., 125. AcouujatuBHo mnoBe3uBame lle-aypa ca MOPETKOM, PENOM WK
YCIIOCTaBJbaK-EM PABHOTEKE HAKOH N3BECHOT HAIIETOT CTamka, MPHUMEHEHO je 1y OpojHnM npyrum llItpaycosum
Jenuma.
37 1bid., 101-102.
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Anexcuh, M.: Acoyujamuenu monaiumem u mepyHu MOHAIHO-XAPMOHCKU...

nukoBa. C jenHe ctpane, Lle-ayp, mpeacTaB/beH TOHUYHUM aKOPJIOM Y HEyOOHYajeHO TyTroM
Tpajamy, CIIy’)KH TOME Jia onpasaa EjxekTpy Kao CTpacTBEHOT HHCIIHPATOpa KPBHE OCBETE HAJI
KmuremuectpoM 1 Ermcrom.®® Taksy nermtmMmsanumjy oBor 3moumna Enextpa Buam y
MepIENIrju a ce, y3 cecTpy u Opata, npuOmmkuiaa 6orosuma (Mu, xoju cmo y3 6bocoee, mu
oonyuyjemo)® u, jom Bume oA Tora, Aa cy OHM, AraMeMHOHOBA Jela, HOCTAlH jeJHAKH
6orosuma (Ouu udy, kao ca owmpum madveeuma, | na nac, 60zo06e,”® mpumep 6), ma um,

CIIEZICTBEHO TOME, MOYKe OMTH OMPOIITEH 3M04UH Y UMe OokaHcke Tpase.*!

Ipumep 4: P. llltpayc, Exexmpa, 239a/1-4

(Sehr bewegt und schwungvoll)
Chrysothemis
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Hpumep 5: P. llltpayc, Exexmpa, 247a/4—7

(Etwas breit und wuchtig)
Pauken
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<T/D ostinato>

38 ApHnonn Buran ucnpaBHO Tymauum OBy HOBY JpamaTypuiKy Tosunujy EjekTpe Ha camoM Kpajy ormepe:
,,EIIEKTPHH TJIaBHU KBAJIUTET HHje TO IITO je OHa "1o0pa’, Beh To mTO je y MOTIYHOCTH ci1000/Ha 0] KpuBHUIle”
(Arnold Whittall, op. cit., 61).

3 Wir sind bei den Géttern, wir Vollbringenden.

40 Sie fahren dahin wie die Schiirfe des Schwerts / durch uns, die Gotter.

41 Xogmancran (Hugo von Hofmannsthal, 1874-1929), uuju je apamcku Texcet LItpayc ynorpeduo kao TMOPETo
CBOje omepe, oBJie pedepuiiie Ha MUT 0 EnekTpu, Koju roBOpH 0 TOME J1a je ocBeTa HaJl ATaMeMHOHOBHUM yOHUIlamMa
y pykama 6ora AmnomnoHa.

13



Hosu 3syx 58, 11/12021.

Mpumep 6: P. rpayc, Enexmpa, 236a/1-237a/4

Sehr bewegt und schwungvoll
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3Haueme Lle-mypa kao ToHanUTETa KOjU O3HA4aBa TpHjymd >KMBOTA HaJ CMphy ce, Kako je
HCTAaKHYTO, TOCTENIEHO (POPMHpPa TOKOM OIEPe U TO MPEBACXOTHO KPO3 OJTHOC OBOT TOHAIUTETA
peMa UCTOMMEHOM IIe-MOJTy Kao TOHAIUTETY cMpTH. [logceTnmo ce, 1me-MoJ ce mojaBibyje y
cenmoj crenu (187a/1-218a/5), y tpenytky youcrsa Kinuremuectpe u Erucra, anu u ipe Tora,
y mectoj cuenu (120a/1-186a/15), kaga je KnmTemHecTpn Ha yBO JOMIAlHyTa BECT O,
ucnoctaBuhe ce kacHuje, HaBogHO] OpecTtoBoj cMpTH. MehyTum, mojasa Lle-aypa y apyrom
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Anexcuh, M.: Acoyujamuenu monaiumem u mepyHu MOHAIHO-XAPMOHCKU...

JIeNy IecTe cieHe, kaaa je Opect CBOjuM MOBPAaTKOM Y MOPOJUYHHU JJOM YBEPHUO CECTpE Ja je
WTIaK JKUB, yTBPAMJIA j€ CIOMEHYTO aCOIlMjaTHBHO 3HaYCHe OBOT ToHanuTera. C apyre cTpaHe,
E-nyp kapakTepuine yHyTpalmbi KOHGIUKT KOju opaxaBa U KOHPIUKT u3mely cecrapa. Y
OBOM TOHAQJUTETY TIOCTOje JBE KaJCHIE Koje Impare Kpaj EJeKTpuHOr, OIHOCHO
XpHUCOTEeMUIMHOT HCKasa, ajld Ce Te KaJACHIE 3aBpIIaBajy Ha pa3IMYUTHM TOHOBUMA WU
Pa3NUYUTAM aKOpAKMMA, YMME j€ JIOJATHO HarjlalleH MHTEPHPETaTUBHU MOTECHILHUjal Camor
toHanuTeTa. CBET OOroBa 0 KOME — CBakKa Ha CBOj HaUWH — NeBajy Enexrpa u Xpucoremunaa, y
OBOM TPEHYTKY je, YMHHU C€, jeJlMHa JoJupHa Tauka u3Mmel)y mux. HakoH u3BpuieHe ocere
KO0jOj ce, MPAaKTUYHO IIeJIMM CBOjUM OmheM, ImocBeTusIa mocjiae oueBe cMpTH, EnexTpa mocraje
yBEpeHa Jia je ’hEH )KUBOT OCTBAPHO LIUJb M OMBA — CIIOOOIHO ce MOKe pehn — y3HeceHa y CBeT
6orosa. OBO HajaBJbyjy E-EHE PEUYH O TOME Jia Cy CBE Tpoje mHX — EnekTpa, Xpucoremuaa u
Opect — y3 bo2cose, a moTBphyje BeH HacTynajyhu uckas na Jbybas youja, anu HUKo He uoe
mamo, | ko wybas nuje cnoznao (246a/2-247a/1),* npu uemy ce pedjy mamo ounto pedepune
Ha Taj 'apyru’ cBeT kome he ce yckopo npukipyuntn. Kpaj EnexTpuHor rckasa aekBaTHoO je
npaheH XapMOHCKOM M MEJIO/IMjCKOM KaJIeHIIOM Ha aKopJly, OAHOCHO Ha TOHY JAoMHHaHTe E-
nypa (mpumep 7, TakT 3). XpHCOTEMH/IA, Ca CBOje CTpaHe, CIIaBU PaJIOCT, alld He 300T mobdese
MpaBJie, HETo 300T Kpaja ’EeHOT U CECTPUHOT (PAKTUYKOT 3ap0o0JbEHUINTBA, 300T npeacTojeher
cycperta ca Oparom y cnoboau u, Hagacse, 30or ooehanor xuBoTta y cpehu, 3a Koju Bepyje aa
npeactoju. theHa kajieHna ce moksana ca OpKeCTapCKOM, aJIH j€ Y XapMOHCKOM M MEJIOJIHjCKOM
MOTJIely CYNPOTCTaB/beHa EJCKTPUHO] KaIeHIIM U OJIBUja C€ HA aKOpJy, OJTHOCHO OCHOBHOM
TOHY TOHUKE OBOT TOHAJIUTETa (IpuMep 7, TakT 5).

Mpumep 7: P. llltpayc, Exexmpa, 246a/7-247a/1
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42 Liebe totet, aber keiner fihrt dahin / und hat die Liebe nicht gekannt!
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E-nyp u Lle-nyp cy Takohe rnaBau ToHanuteTr EnexrpuHor mieca, JpaMcKOr CerMeHTa KOjuM
ce OKOHuYaBa oBa omepa. [Ipe Hero ImTO carjiegamMoO HHTEPIPETATUBHE KalalUTeTe OBOT
TEPIHOT 0/IHOCa, OCBpHYheMo ce Ha ApaMcKy cTpyKTypy Iuieca. Hanme, ['mmmijem ykasyje na
je Enextpun miec komMOMHanMja aBa THMA IUIECa, MEHAJUYHOT, COMMCTHYKOT, EKCTATUYHOT
JTMOHU3HjCKOT TIIeca, C jeIHe CTpaHe, U KPYXKHOT, TPYIHOT Iuieca, ca Apyre. tben menaanyau
mwiec je ,,UieC TPaHCICHIEHIMje”, kheHe ,,JJMYHE eKCTa3e”, KOju TpeICcTaBiba ,,[PUMApPHO
CPeNCTBO 3a meHy KaTap3y”,”® 1ok rpymHu miec, kao ,,TpHjyM(aiHH KpPY’KHH IIec
CUMOOJIN3Yyje IMOHOBO YCIIOCTaBJBCHY JPYIITBEHY XapMOHH]y HAKOH IITO Cy JIPYIITBEHO
IMCOHAHTHU eneMeHTH — Kimremuectpa u Eruct — yknomenu. [Tocne youcrasa, ycamsbeHna
EnexTpa xenu na ce cinoOOIHO MPHUIPYKHU 3ajeAHUIH. IheHO MOHUIITEee Kao MHIMBHIYE
JIOCTHTHYTO je Kpo3 APYIITBEHH TecT KpyxkHor mieca”.** Kako ce, mak, Enexrpa nukaj He
NPUIPYKYje TPYIH, OHA 3aMPaBO IUIEIIE COJI0 MEHAIUYHH IIJIEC; O KPYKHOM ILIECY OHA CaMO
TOBOpH, aJJM T'a HE CIPOBOJIU Y CTBAPHOCTH, T€ C€ OBAaj pUTyal OJIUTpaBa ,,caMO y HEHO]
rnasu”.*® Be3 0631pa Ha TO J1a JIH Cy PeaTN30BaHN Y CTBAPHOCTH MM y F-eHOj MamTH, LI Tpayc
Jaje onmuc 00a TUIIa TUIeca, MPU YeMy je y jeTHOj CKHIH 3a MEHaANYHU Tutec oapenuo E-mayp, a
3a kpyxuu — Le-nyp.*® Ha Taj naunn, Enextpun miec GyHKIMOHHIIE y TUXOTOMHUjH H3Mehy
E-nypa, koju oapakaBa ,,0axaHalIijCKH HMITYJIC KaTap3u4yHe Ipociase”, ¢ jenHe crpane, u Lle-
Jlypa, TOHAJIUTETa KOju CMMOOIHU3Yje ,,lI00e/ly U TIOHOBHO YCIocTaBIbame nopetka”,*’ ¢ npyre
crpane. M3 mepcnektuBe pemocnena gorahaja y tparenuju Enexrpune mopoamie, OBaj
MopeJiaK 3ampaBo HHUje CTapu, Beh je HOBHM MOpenak, KOju je YCIIOCTaBHO HEH OTall U
Knuremuectpun Myx, Aramemuon.*”® To 3Haun na je cyko6 m3mely Enextpe n meHe Majke
CYWITUHCKM 3aCHOBaH Ha JpPyradyrjeM BPEJHOCHOM OJHOCY IpeMa Pa3IUYuTHM BHlemHMa
MOPOJIUYHOT TOPETKa: OHO IITO je 3a EnexTpy crapu, 3a KinuremHecTpy je HOBH HOpenak, u
o6puyTo. E-nyp u Lle-ayp y 0BOj HHTEpIIPETaTUBHO] UTPH MPEICTABIbA]y TOHAIUTETE KOJU CY
110 CBOM aKOp/CKOM (OHJy BEOMa CIMYHM (TIPUTYLIEHOCT KOH(MIMKTA), T0K Cy 3HAYECHCKH, a
JETUMHYHO M 300T XpOMATCKOT TEPLHOT 0/1HOca U3Mel)y BUX, MPWINYHO yJIaJbeHH jelaH O]l
apyror (cymtuHa koHpuukra). C npubmamkaBameM Kpaja omnepe Lle-nmyp ogHocu mpeBary u
OuBa mOTBph)eHa mEroBa yjora AacouujaTUBHOT ToHaiuTeTa EnekTpuHe mnoOexe Hax
Kimremnuectpom u Erucrom.

43 Bryan Gilliam, op. cit., 226-227.
44 |bid.
% |bid., 227.
4 ym. Ibid., 227.
47 Ibid., 102.
%8 Openuan opeonoM moGennuka y TpojaHckoMm paTy, AramemHoH joBoxu Kacamapy, 3apo0sbeHy khep
TpojaHckor Kpasba [Ipujama, koja My mocrtaje jerainHa JpyOaBHHMIA. Ha Taj Ha4MH, OH je y CTBapu ypyLIHO
NIPETXOJHN TIOpeNaK M, CaMHM THM, YCIOCTaBHO HOBY, 3Ha4yajHO HU3MEHEHYy BpCTy Narpujapxara. 3a
KnuremHecTpy je 0BO 3HaUWIIO Jla BHIIE HUje OWia jeanHa, Beh jeaHa o1 HEKOJIMKO JISTUTUMHHX CyNpyra cBOra
Mmyxa. mak, AraMeMHOHOBa cepuja 37104HHa — XXpTBoBamke Kimremuectpu Hajapaxe xhepu Upurenuje (ym.
Harawa I'nutuh, Erexmpa xao yumam, bamwa Jlyka, Axanemuja ymjeTHoctd y bamoj JIyum, 2006, 104-105),
Kao u y6rcTBo KitnreMHeCcTpHHOT TIPBOT My>a 1 ferie u3 Tor opaka (ym. Stephen A. Black, ,,”"Mourning Becomes
Electra’ as a Greek Tragedy”, The Eugene O’Neill Review, 26, 2004, 174) — mpecymHo je ¢opmmupana
KnuremHecTpuHy OUTyKy /1a Ta U3 ocBeTe youje.
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3ak/pydak

Y 0BOM pajly cMO OKYIIAJIH JIa YKa)KeMO Ha HaurHe Ha Koje ce y [lITpaycoBoj onepu Enexmpa
nBe cnenuduyHe XapMOHCKE KaTeropuje — acoI[MjaTUBHU TOHAIUTET W XPOMATCKE, OJJHOCHO
MIPUBUIHE TEPIHE pelalyje u3Mel)y ToHaIMTeTa u akopajia — MpoKMMajy U Tako oMoryhaaajy
MHTEPIIPETAIN]Y PA3TUUUTHX JPAMCKHUX U TEKCTYAIHUX 3Hauea. CyIITHHCKU TTOTEKABIIH U3
YBPCTOT TOHATUTETCKOT MUJbEa, OBE KaTETOpHje Cy Ha IMOCpeiaH HauuH MOTBPIMIIE Y OCHOBU
TOHAJIMTETCKH JE3MUKU KOJ aHAJTM3MpPaHE Ollepe M MOKa3aie Ja HEePEeTKO IJIacupaHe ujaeje o
,,MOZICPHU3MY"’ 1 HETOHAIUTETCKO] KOHIICTIIIU]U FeHOT XapMOHCKOT je3HKa, HEMajy HapO4YHUTOT
yreMesbera. [locMaTpaHe 4ak ¥y TOMEHY caMO MY3HYKOT 3Ha4eHa, XpOMAaTCKa U MPUBUIHA
TEpIHA CPOTHOCT M3Mel)y TOHAIMTETa UCTIOJbaBajy 3HAYajaH MHTEPIPETaTHBHH MOTEHITH]aJ,
uctTuuyhu ce Kao 3HAYCHCKU BaXKHUjE O jeAHOT onpeheHOr TOHAIUTETa, ITO JOBOIH IO
3aKJbYUKa J1a je 00HOC uzmely monanrumema y oapeheHuM nenoBuma omnepe Enekmpa BaxXHU)H
O]l MCII0JbABAA NOjeOUHAYHO2 MOHAAUmMema, a KaTKaJl W O]l MCII0JhaBamba acOIMjaTUBHOT
ToHayIMTeTa. MelhyTum, y OBOj omepu Ha Jeiy je u oOpHyTa peramuja, ma Moxe nohu 1o
MPOIIMPEHAa 3HAUYCHA ACOIMjaTUBHOT TOHAJIUTETA HA YATAB TOHAITHH, OJHOCHO aKOPJICKHU CIIO]
KOjU je neguHHCaH XPOMATCKUM M TPHUBHIHUM TEPIHUM OJHOCHMMa, Tmomohy dera ce
TEKCTyaJHO 3Ha4YeHe HWHTEPIPETHpa HAa HOB HAa4YWH. 3axBajbyjyhn XapMOHHUjU Koja
UHTEPIpETHpa ApamMy, aHTaroHn3Mu u3mel)y JBa Jinka OuBajy Bul)eHH U3 HEKe JApyraduje, HOBE
MEPCIEKTURE, OTKpUBajyhu ay0ibe ciojeBe moayaapHOCTH u3Mmely THX jukoBa. Xpomarcka
TepIHA CPOAHOCT M3Mel)y akopana W TOHaAIUTETa ce MPOXKHMa ca MYTAalUjOM U Pe3yiTupa
HOBUM DPa3yMEBambeM JIMjAJICKTHKE )KMUBOTA U CMPTH Ha 3aBpIICTKY Enekmpe. MoxeMo Ha
Kpajy pehu na ce TpeIoKEHH HHTEPIPETATUBHH MOJEN, KOjU (YHKIHOHHIIC Kao
crepUYHO MPOKUMAE BUILIC3HAYHUX KAlal[UTETa jeJHE IPaMCKO-TOHAITHE KaTeropuje u
jemHe Toce0HE TOHAIMTETCKE/aKOpJCKE pelalyje, WCIOCTaBjha Kao BeOMa IOTOAAaH 3a
carlie/laBambe HEOTKPUBEHHUX 3HAYCH-CKHUX 110Jba y OTIEPH.
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Anexcuh, M.: Acoyujamuenu monaiumem u mepyHu MOHAIHO-XAPMOHCKU...

Pe3ume

OBaj paj mosas3u oJ1 MPETIOCTABKE JIa j€ Y OKBUPY XEPMEHEYTHYKE My3UYKe aHain3e Moryhe
TOBOPUTH U O MHTEPIPETATHBHO] XapMOHCKO] aHAIIM3U JeTHOT MYy3UYKO-CIICHCKOT Jiejia U Ja
Cy pe3yJiTaTd TakBe aHaJIM3€ HEe3a00MIa3HU Yy JOJaXKEHmY 0 CBEOOYXBAaTHOT pa3yMeBamba
JjemHor Aena, moceOHO onepe Wik My3udKe Apame. Y paay Cy aHaJIM3UpaHd HAYMHH Ha KOje ce
y lltpaycoBoj onepu Enexkmpa aBe cneunuIHe XapMOHCKE KaTeropuje MpoxX1UMajy U TaKo
oMoryhyjy UHTEpIIpeTanujy pa3iuuyuTuX JPAMCKUX M TEKCTyaJlHUX 3Hauewa. [IpBy oIl HHX
MPEICTaBIba ACOIMjaTUBHU TOHAJIHUTET KOjU (DYHKIIMOHUIIIE KA0 HHTEPIIPETaTHBHA CTPATETHja,
M je y paay TOJbE HEroBOr JielioBama mpomupeHo. Haamnaszehum mnyky ToHanMTeTCKY
perpe3eHTalunjy JIMKOBa, acOIMjaTUBHU TOHAIUTET jeé OMOryhHo Ja ce ca3Hajy MHOTa HOBa
3HaYeHa M 3Haka O THM JINKOBUMA U BbUXOBUM Mel)ycoOHMM ofHOCHMa. Jpyra kareropuja ce
OJTHOCH Ha XpOMAaTCKO U MPHUBHUIHO TEPIIHO CPOJCTBO Koje ce popmupa mamely Tonanurera,
aJIM ¥ OHO KOje HacTaje y OHOCY u3Mehy NojeIMHaYHIX aKopaa YHYTap jeTHOT TOHAJIUTETA,
Oynyhu pga oBe penanuje MPeACTaBibajy jeAHY OJ HAJU3PA3UTHJHX KapaKTEPUCTHKA
XapMOHCKOT je3HWKa OBE omepe. 3axBajbyjyhu BHIIECTPYKOCTH HCIIOJhABAaha XPOMATCKE H
NPUBUJIHE TEPIHE CPOTHOCTH M3Mel)y TOHAIMTETa, 3aKJbydyjeMo Jia je TakaB OJHOC u3mehy
TOHaJMTETa y ofipeheHrmM aenoBuMa onepe Enexmpa BaXHUJU O] UCTIOJbaBaba M0jSIMHAYHOT
TOHAJIMTETA, a KATKaJl U OJ1 UCII0JbaBaha aCOI[MjaTUBHOT TOHAJIMTETA. Y OUCHO j€ U MPOIIHPCHE
3Ha4YCHa ACOIMjaTHBHOI TOHAJIMTETA HA YUTAB TOHAJIHH, OJIHOCHO aKOPICKH CJIOj KOjH je
neuHUCAH OBUM TEPIIHUM OJHOCHMA, ITOMONY Yera XpoMaTCcKO TEPITHO CPOJCTBO, a HE CaMO
jenan onpehenu ToHanuTeT, OMBa 3HAYCHCKH IOBE3aHO ca cMmphy. MHTeprnperupano je
TEKCTyaJlHO 3HA4YCHE MpemMa KoMe XPHCOTeMHUa, YIPKOC ,,CIIOJbAIIKO0]” MO3UIUJH HEHOT
JPaMCKOT JIMKa Y OTNepH, a KOja yKa3yje Jia je MPOTUBHUK HacHJba M OCBETE, II0CTaje, 3ajeTHO
ca Enextpom u OpecTom, €0 UCTOT, OCBETHUYKOT *TUCKypca’. 3aXBajbyjyhu XapMOHUjU KOja
MHTEpIIPETHpa ApaMy, aHTarOHU3MH u3Mel)y /1Ba JMka OMBajy carjieiaHu U3 HeKe HOBE BU3YPE,
oTkpuBajyhu nyOsbe cliojeBe MOAyJapHOCTH wu3Mel)ly TuUX nuKoBa. XpomarcKka TepiHa
cponHocT u3Mel)y akopasa M TOHAJIHMTETa MPOXKHMa Ce ca MYTAlMjOM M PE3yJITHpa HOBUM
pa3syMeBameM UjaJIeKTUKE JKMBOTa W CMPTH Ha Kpajy Enexkmpe. To je NeMOHCTpUpaHO
myTanjom Ec-mypa y ec-moi, KojoM ce pa3oTKpuBa 3HAYEHE J1a j€ )KUBOT MOHUIITEH cMphy,
aJu ¥ MyTanyjoM me-mona y Lle-ayp, koja Hocu 0OpHYTO 3HaUEH-E: To0eIe )KUBOTA HAl CMphy.
[Ipu Tome 00e myTanuje 1oAaTHO o0jalIkaBajy 0JHOC AraMeMHOHOBUX Khepu mpeMa meMy
HaKOH H-eroBe CMPTH. JOIll jeiHa TepilHa TOHAJIHA penairja, ona usmehy Lle-nypa u E-gypa,
Ha Toce0aH HAa4YMH je OCBETJIMJIA OJHOC M3Mel)y /Be Tako pa3lM4MTe, a ONET Tako OJHCcKe
cectpe, Enexkrpe n Xpucoremuze u, uctoBpemeno, ongnoc uzmely Enextpe u Kimtemuecrpe,
yka3yjyhu ia ce ynpaBo mpeko oBe TOHaIHE JUXOTOMH]jE OjpakaBa OMo3MIIMja y HAYMHUMA Ha
KOje Majka 1 Khepka nepuunupajy NopoanyHH Mopeiax.
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