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0. In almost all existing studies devoted to the linguistic activity of Vuk Ka-
radzi¢, as well as in a broader context', the category of language has been conside-
red and observed only from the lexico-grammatical aspect, which has ruled out the
recognition of the totality of his work in philology. Namely, in addition to the abs-
tract lexical-grammatical level, the study of Karadzi¢’s philological activities
should have included the concrete level of the standard Serbian language of the
time. Both the former and the current disputes over orthography and other langu-
age problemsrelated to Karadzi¢’s work have never had a decisive influence on the
recognition of what he achieved in the domain of linguistic doctrine. However, the
conflict over the vernacular, namely the folk poetry vernacular, and in turn the con-
flict over folk poetry itself, i.e. the conflict over its role in the creation of Serbian li-
terature (and other literatures: Montenegrin, Croatian and Muslim) has had incal-
culable consequences. The occasion for the conflict which arose between Vuk and
his opponents lies, among other things, in the factthat Serbian authors and theoreti-
cians of the first half of the 19™ century were enthralled with literary-theory and
aesthetic ideas dominating the European poetics of the 17th and 18th centuries, or
the rationalist aesthetics of the 18th century, and had as aresulta very unfavourable
opinion of the vernacular, especially folk literature, regarding it as an inferior kind

Almost all studies focussed on the language issues relating to the pre-Vukian, Vukian and po-
st-Vukian periods give preference to the formal (phonetics, morphology. lexis, syntax), rather than
the essential linguistic-stylistic properties of language. It is sufficient to mention a few such works

(Albin 1968; Grickat 1987 and 1991; Ili¢ 1964 Jerkovi¢ 1971, 1981 and 1990; Kasi¢ 1984; Mihaj-
lovi¢ 1974 and 1984).
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of poetry®. By contrast, Vuk aspired to creating a national literature in the folk spi-
rit, which was notreflected only in the vernacular as such, but in the vernacular as
the language of Serbian folk poetry.

In addition to an abundance of fresh motifs and a specific spirit of folk naivety,
Serbian folk poetry could also offer to the Serbian poets of the time, through the
developed poetic language, new, complete forms of poetic expression: a new poeti-
cal lexis, a new poetical syntax, new poetical versification, new poetical composi-
tion. It is then no wonder that some poets, the so-called Serbian Romanticssuch as
Branko Radicevi¢, Jovan Jovanovi¢ Zmaj, Djura Jaksi¢ and Laza Kosti¢, influen-
ced by the ideas of Vuk and Danici¢, used to borrow from Serbian folk poetry abro-
ad range of poetic material and expressions: sub ject-mtter, motifs, lexis, syntax,
diction, symbolism, types of verse and other poetic forms.

Ifthisis borne in mind, it becomes clearthatthe effects of Vuk’s language activi-
ty cannot besoughtonly in the grammatical codification of the vernacular as a stan-
dard language, butalso in the dynamic structure of poetic language, in all its layers.
In addition to this, all layers and levels of poetic language should be viewed as an
organic unity in their interaction, as thoughts, emotions, sensibility, phonetics,
morphology, lexis, syntax, metrical schemes, rhythmical inertias and poetic forms
all make up the structure of poetic language.

Even though the topics and motifs of the Romantic poets (Radicevi¢, Zmaj, Ja-
ksi¢, Kosti¢) and the Neo-Romantics (Musicki, Sterija) were almost identical, as
both the former and the latter celebrated love and patriotism - the thoughts, emo-
tions and sensibility of the Romantic poets are much different: the emotions are
more powerful, more genuine and natural; the thoughts are much deeper and closer

2 Itshould be pointed o utthat non-Vukian poets (the poets of the old Serbian and middle-class tradi-
tions) wrote in two languages: the Serbian vernacular (prostoserpski) and Slavic Serbian. Ho-
wever, they did notknow either ofthese languages well enough. The rejection of Vuk’s language,
which represented the dialect of Herzegovina, was quite understandable, that language being quite
unfamiliar to many of them. Even though Slavic Serbian was a hybrid language, and even though
these authors did not know it well enough either, it had fora whole century been handed down from
one generation to another as aholy object, asa gem of the literary tradition. Atthis point we should
also note thatthe Vukian poets, Radi¢evic and Zmaj above all, were neither quite familiar with the
vernacular, but learned it mostly from Vuk’s Rje¢nik (=Dictionary) and his Folk Poetry collec-
tions. Namely, itis well-known thatthese two poets were collectorsof folk poems (Radicevi¢) and
words from folk idioms (Zmaj). We may add Skerli¢’s words: “Feeling that he was not sufficiently
familiar with the vernacular, which was in his time distinctly becoming the standard language.
Zmaj, like Branko Radicevié, studied Vuk Karadzi¢’s Serbian Dictionary and learned from it. Mo-
reover, he collected dictionary material himself™ (Skerlic 1967: 296).
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to the folk worldview; the sensibility is more refined, subtler, more sensual. This
change of sensibility was reflected in the forms of expression itself, as those
extra-linguistic elements significantly influenced the choice of lexical material,
metrical forms, rhythmic inertias, poetic forms. And all of that largely determined
the character of poetic language.

Consequently, an analysis of the properties of poetic language based on a de-
scription of the formal elements used by these authors would have very little effect.
Even a detailed account and inventory of all grammatical categories has no major
bearing on the structure of poetic expression. One should therefore search for the
functions’ of the identified phenomena, for their role and meaning in a poetic struc-
ture. With that in mind, we will try to briefly point out certain phonetic-morpholo-
gical, lexical, syntactic and rhythmic properties of the poetic language of the Ser-
bian Romantic poets. Considering the united scope of this paper, we shall focus on
several selected examples.

1. Due to their reliance on the routine figural character of folk diction, the Ser-
bian Romantic poets in their poetic method made an abundant use of phono-meta-
plasms - grammatical forms created by deforming the neutral standard (by adding,
omitting, replacing, altering or changing the place of a certain structural element*).
Phono-metaplasm® sas phono-metaforms come into the Romantic poets’ language
from the everyday, colloquial language, where they are formed as a result of a lack
of knowledge or understanding of the standard language norm. In the poetic langu-
age used by these authors there are, according to our research, as many types of

3 Thisis partly the stylistic function of which B. To3ovi¢ says: the stylistic function represents the
purpose for which a language or stylistic form is used, primarily for achieving stylistic effect and
expressiveness (ToSovi¢ 2003: 48).

4 Withrespecttothe manner of modifying grammatical (neutral) etalons in the poetry of Vukian po-
ets, we have identified five phono-metaplasm types: prostrictive, restrictive, substitutive, mutatio-
nal and transpositional.

5 The phono-metaplasms referred to are only partly phonetic and phonological in the linguistic sen-
se; namely, they have only partly developed through sound processes, many of them being pro-
ducts of morphological changes. Both groups are very diverse, eg. phonetic archaisms (drkée, old
base drg-), general or positional phonetic reductions (the loss ofh. tica, zabal jao), caused by a par-
ticular function of a word or form (in the imperative: bezmo, stan, in frequent words with specific
functions: nekva, nekvom, glaj): produced in word contacts (ev, neg, ‘ve). semantically emptied
formatives (posastanem se, nablizu, danak. bojak). formatives established by analogy (ota vs. ova,
ona, tonedu vs. dadu); synonymous case endings (na vrati, k vratim); conditional syllable reduc-

tions based, more or less, on dialectal phenomena (zajsta, pratjo, za$, nist); particle extensions
(meneka. tuna) - etc.
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phono-metaplasms as there are parts of speech in the Serbian language®. However,
in this work we are interested in the functional, rather than the formal aspect of the-
se phono-metaplasms. Thus, analysing their role in the poetic achievements of B.
Radicevi¢, J. J. Zmaj, Dj. Jaksi¢ and L. Kostié, we have established that the pho-
no-metaplasms in the poetry of these poets have three primary functions: (a) styli-
stic, (b) rhythmic and (c) auditory (euphonic).

a) Phono-metaplasms as destructions of any kind do not enhance the discursive,
but only the stylistic information, since they, as forms of forms in poetic language,
constitute a deliberate disruption of the standard language norm (either when origi-
nating from vernaculars, or from dialects, or belonging to an idiom ranking as stan-
dard, or constituting part of an old language norm). A deformation of a standard
language form (regardless of the manner) concentrates the reader’s attention on the
formal part of the utterance, slows down the pace of perception, whereby the pho-
no-metaplasm itself is actualised in the surrounding context, and simultaneously
marked in terms of style. The Vukovian poets employ phono-metaplasms in order
to attract the reader’s attention to a detail, to create a particular “atmosphere”, to
name the characters, images, actions by simple elements, to motivate a character’s
speech, mentality and culture, to introduce into the style the local idiom and folk
character of language, and on occasion for the characterisation and individuation
of certain characters. As an illustration, we will quote one example from Radi¢-
evi¢’s, and one example’ from Kosti¢’s poetry.

(1) Kad sam sino¢ ovde bila
I vodice zaitila,
Dode mom¢ée crna oka
Na konjicu laka skoka,
Pozdravi me, zborit’ ode:
».Dajde, sele, malo vode!”
Ove redi - slatke strele -
Minu3e mi grudi bele -
Sko¢i mlada njemu stigo,
Digo kréag, ruku digo,
Ruka drkta... kré¢ag dole...
Ode na dve na tri pole (BR R, 51).

6 Every part of speech in the Serbian language produced its type of phono-metaplasm in the poetic
language of the Vukovian poets: nominal, verbal, pronominal, adjectival, numerical, adverbial,
prepositional, conjunctional, particle, exclamatory phono-metaplasms.

7 Due to the limited space, even though it was possible to quote more examples by each poet, we
only quote two or three examples for each category
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(2) Iz jedne samo maske u drugu:

Veselimo se, svadba, poklade,
I ‘nako je lakrdijama €as.

Oh, tako li je jamagan mi smer?
U $ali ¢u da strmen obigram,
U 3ali re¢i tajne zbilje rec¢,
U $ali gledam sunovratan pad!

U 3ali sti¢i svog Zivota nad.
Svatovsku tajnu duzdu izdati
I ‘vako mogu, mogu svaki ¢as;
Al’ uverit ga tek ovako znam: (LK OD II, 123).

The phono-metaplasms used both in example (1): zborit’ (incomplete infini-
tive); skoci, stigo, digo (aorist forms without the final “*h”); drkta (phonetic archa-
ism), and example (2): ‘nako (adverbial aphaeresis), gledat (incomplete infini-
tive), ‘vako (adverbial aphaeresis), al ’(conjunctional apocope), uverit (incomplete
infinitive) — symbolise the lyrical subject’s manner of expression, at once indica-
ting his individuality and authenticity.

b) In the poetic language of the Serbian Romantic poets, a large number of pho-
no-metaplasms, which derive from various dialectal forms, archaic formations,
from truncating words and neologisms, sound elisions and reductions in different
situations, assume a rhythmic function. Only those phono-metaplasms can assume
the rhythmical function in which the syllable structure is altered from the primary
form, which isappropriately reflected in the syllabic and metric-rhythmic structure
of the line or the broader context. In the poetry of the Romantics, the increased use
of phono-metaplasms in the rhythmic function was mainly due to compliance with
the rules of metrical line, namely its metric-rhythmic organisation. We quote two
such examples from lyrics by Jaksi¢ and Radicevicé.

(1) Grmnu puska, goredu oblaci,
Mrtvog sunca krvavi su zraci:
AT’ kubura drugo sunce stvara,
A iz vojske Tur&in progovara:
,Kraj’ne hocu, // delijo krvava!”
»Ne dam Kraj’ne! // Evorusa glava!™ (DBJ PJP, 33).

(2) O, lJulije, €u li, dragi brate,
Kadikada ja s’ razljutih na te,
Planuh na te ka’no oganj Zivi,
A, moj brate, za to me ne krivi;
Ta i ono vedro nebo gore
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Tako uvek ostati ne more,
1 ono se za éasak navuce,
Bura dune, gromovi zahuce
Da pomisli$ svijet se raspade,
Al’ zamalo - pa svega nestade,
Grom umuknu, nebo se razgali,
Pa se huci predasnjojzi smeje,
Sunce grane, pa grejam ' navali,
Te jo§ lep3e nego prede greje (BR R 136).

In example (1), by using prostrictive (goredu) and restrictive (al’, Kraj 'ne) pho-
no-metaplasms, Jaksi¢ succeeded in preserving the metric-rhythmic structure of
asymmetrical (4//6) decasyllable and the syllabicity of the whole context. In exam-
ple (2), with restrictive (s°, ka’no, al’, grejat’) and prostrictive (¢asak, preda-
$njojzi, prede) metaplasms, Radicevi¢ followed the structure of symmetrical deca-
syllable (5//5) throughout.

c¢) The auditory (euphonic) function of phono-metaplasms in the poetry of Ser-
bian Romantics is most frequently exhausted in creating identical rhymed clusters.
In such cases only one rhymed unit is deformed in order to bring it into accord, in
terms of sound and phonic qualities, with another rhymed word, whereby their rhy-
med clusters become identical (doma— oma, vode —dode; met o - leto, gledi—ble-
di; lis’ — miris, jako — pak’o; mali’ — progutali, izmalo — palo). On occasion, for
achieving the purest possible rhymed consonance, the poets are forced to intervene

in both rhymed words. Here are two such examples taken from the poetry of J.J.
Zmaj and B. Radicevié.

(1) Sve setida, sve se miri,
— Svet je kanda sad jo§ 3iri —
A beskrajnost u cmini
Zelinegde da odane,
Pa na moju dudu pane,
Tu preblede, kao da je
Cmja rani mo¢, —
Gledi na me, ostavlja me, —
To se zove no¢ (LJZ P 159).

(2) “1 gledaj cvetic §to si jutros dono.
Ja t’ nisam mozda estvovala dar,
Na grudi gledaj kako mi je k/ono,
Oprosti, pri¢ina je ljubven Zar;
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Jer kad te j’ jutra &as sa sobom pono,
Na njemu moje pasla sam ja oéi,
U vodu tako njega ne umoc¢i” (BRR 78).

In example (1), changing the primary (“odahne”, “padne”) into the secondary
forms (odane, pane), Zmaj succeeded in creating completely identical rhymed clu-
sters (-ane/-ane). In example (2) Radicevic brings into accord the consonance of
the three words making up the rhymed cluster (doneo ~klonuo — poneo), in order to
achieve a high level of euphony (-ono/-ono/-ono) in the rhymed units.

2. The lexical richness and diversity in the poetic language of Serbian Romantic
poets is, among other things, a result of their obvious aspiration to give a wholly
poetic function to the archaism, provincialism, barbarism, the “non-poetic” word
of the colloquial language. For that reason, every such lexeme, depending on its
origin, introduces different stylistic-semantic values into the poetic context. Dra-
wing on folk poetry, these poets, some to a greater (Radicevi¢ and Zmaj), and some
to a lesser degree (Jaksi¢ and Kosti¢), resortto the lexis “indicating the typical ani-
malist-symbolic, mythical experience of the world typical ofthe primitive-savage”
(Zivkovié 1965: 49).

In his lyric poems, Radicevi¢ thus reduces theworld to several contrasted con-
cepts from nature and life: gora/dolina (=mount/vale), polje/suma (=field/wood),
reka/potok (=river/brook), rosa/travica (=dew/grass), sunce/dan (=sun/day), zvez-
da/mesec (=star/moon), zuto/zeleno (=yellow/green); dragi/draga (=(he)/(she)
darling), majka/otac (=mother/father), brat/sestra (=brother/sister), ljubav/mrznja
(=love/hate), radost/bol (=joy/pain).

Kako stize, sunce granu,
Svetli s’ gora i dolina,
A putniku dusa planu,
Pa zaklikta od milina:

Oj, sunasce 3to razgonis
Pusti no¢i silne tame,
O, ti nebo, §tono gonis
Rosne svoje suze na me,

Qj, ti goro, tono gajis

Mile pesme, mile ptice,

Qj, livado, §to se sjaji

Puna rose i travice, — (BR R 52-53).
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The same applies to Zmaj. In Puli¢i and Duliéiuveoci he employs the vocabula-
ry of the folk lyric poet: sunce and zora (=sun and dawn), mesec and zvezde
(=moon and stars), uvelo and rascvelo cvece (=withered and blossoming flowers),
slavuj and leptir (=nightingale and butterfly), zlato and biser (=gold and pearls),
vila and andjeo (=fairy and angel). Apart from natural symbolism, Zmaj made use
of some highbrow abstractions: prasne knjige i hartije (=dusty books and papers),
svetinja (=holy object), uzasno veliki svet (=the tremendously large world), be-
skrajnost (=perpetuity), etc.

(1) Oj mese&e, mnogo mi je krivo,
Dragu si mi u ¢elo celiv’o,
Ti u &elo, a sunce u lice,
Rujna zora obe jagodice,
Pa to veéem i koms$ije znadu, —
Poljupci se sakriti ne dadu (JIZP 112).

(2) Sunce s’ rodi, pa zaviri
U ponore mojih grudi:
Pode dalje putem svojim.
Ja ostanem s jadom mojim
U wzasno vel’kom svetu
Sam;
Sunce s’ diZe, spusta, zade, —
To se zove dan (LLZ P 159).

The poetry of Kosti¢ and Jaksié, to a smaller extent though, also came to resem-
ble folk poetry. However, owing to his “titanic discontent, violent passions, explo-
sions of anger, rebellion against life”” (Skerli¢ 1967: 306), Djura Jaksi¢ introduced
into his poetic expression some different lexis, signifying what is unusual, une-
xpected, forceful in life and nature: jeka, urlikanje, huk, grmnuti, gromovnik, gro-
movi, bura, oganj, munja, oluja, gnev, jed, bol, krv, vitestvo (=echo, howling, bel-
low, to thunder, thunderer, thunders, gale, flame, flash, storm, rage, ire, pain, blood,
chivalry — which constituted an important feature of his lyrics.

(1) Zvuk trube, fuyji, poljana jeci.
Grmi i puca oganj i prah:
Cutedi stojis, pada$ bez rei,
Gine$ za narod, gine3 bez stra (DJ PJP 40).

(2) I samo dotle do tog kamena,
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Do tog bedema,

Nogom ¢e§ stupit, mozda poganom.
Drznes li dalje?... Cuces gromove
Kako ti§inu zemlje slobodne

sa grmljavinom strasnom kidaju;
Razumeces ih srcem stra$ljivim
Stati sa smelim glasom govore,

Pa ¢e$ o stenja tvrdom kamenu
Brijane glave teme ¢elavo

U zanosnome strahu lupati...

Al jedan izraz, jednu misao,

Cuces u bobre strasnoj lomljavi:
»Otadzbina je ovo Srbina!”... (DJ PJP 60).

Searching for new poetic expression, Laza Kosti¢, among other things, used to
coin new words: izniklica, preveseljka, netrenka, plakajnica, pletisanka, vekotraj

(=sproutling, overmerry (night), winkless (night), tear-cryer, dream-weaver, cen-
turelength).

(1) U po noéi preveseljke,
sa netrenke terevenke,
zagrejan se digoh doma.
Na ulici nema sveta,
samo $to po snegu 3eta
jedna moma (LK OD 1 29).

(2) Srce moje samohrano,
ko te dozva u moj dom?
Neumornf pletisanki,
Sto pletivo pletes tanko
Medu javom i med snom (LK OD 129).

If we add to these diverse lexical layers a layer of purely Romanticist lexis and
expressions: ljuba, sele, edo, lane, bajna neva, rosno cvece, slatki poljubac,
Carobnisnovi, tija nojca, gusle javorove, kosti pradedovske, rane kosovske, gorke
suze (=love, lass, baby, sweetheart, lovely bride, dewy flowers, sweet kiss, magical
dreams, silent night, maple gousle, forefathers’ bones, Kosovo wounds, bitter te-
ars) - then we can unmistakably determine the essential intensifiers of the poetic di-
scourse of Serbian Romantic poets which served, above all, for “elevating the
expression” and refreshing style.
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3.Itis well-known that there is a strict syllabic norm to the Serbian epic decasy|-
lable: its decasyllabic structure is divided into two separate units —one of four, and
one of six syllables. On the level of rhythmical-intonation organisation, this verse
does not allow the overflows of language material from one verse into another.
Thus every half line came to be a distinct segment of the phrasal melody, while
whole verses were marked either by anti-cadences or cadences, whereas the first
half line was marked by a half cadence, or a subdued, weakened anti-cadence (Ta-
ranovski 1954: 25). With a view to maintaining the established norm, demonstra-
ted in a complete correlation between the syntactic and rhythmic-intonation sequ-
ences, the more complex hypotaxis was avoided, and the simpler parataxis favo-
ured (Petkovié¢ 1994: 194). Such regularity did not allow the break of tight
syntactic links on caesuras and clausulas, so that the folk poet resorted to a distinct
method - the repetition and multiplication of whole syntactic units®. A speech sequ-
ence thus organised, resulting from the nature of the verserhythm, led the folk poet
to employ verbal units whereby half lines and lines are sequenced. The stabilisa-
tion of construction boundaries (verse line boundaries’ and boundaries between
half lines) also led to the stabilisation of syntactic units which grew to be the me-
asure and norm of the epic decasyllable. All that brought about a slower deve-
lopment of syntactic units and a faltering progress towards a syntactic sequence,
which in turn led to a strict selection and typifying of syntactic orders and the cre-
ation of an extremely petrified, rigid and artificially constructed syntax'’.

The Serbian Romantic poets, who started using the oral verse, had to abide by its
strict canon: to give complete independence to the syntactic sequence. They were

8 Weshall quote an example of the asymmetrical decasyllable taken firom Serbian folk epic poetry.

Grad gradila tri brata rodena,

Do tri brata. tri Mrljavéevica:

Jedno bjese Vukasine kralje,

Drugo bjese Ugljesa vojvoda,

Trece bjese Mrljavéevi¢ Gojko;

Grad gradili Skadar na Bojani,

Grad gradili i godine dana,

Tri godine sa trista majstora (AEN P I 87).

9 Thelast boundary ofthe epic decasyllable has, in our country, been especially treated by M. Topi¢.
Among other things, he says: “The two-part flow is so regulated that the internal signal is always
subordinated to the external one. A cadence can occur only onthe boundary ofa verse line” (Topi¢
1976: 228).

10 “The oral verse formed a syntax within syntax: it produced a specific phraseology, the ossifica-
tion of a distinct set of syntactic patterns™ (Petkovi¢ 1990: 201).
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forced either to use the same ways of its formation, or to break and distort that ver-
se. There is no Romantic poet who did not make use of the method of repetition and
multiplication of syntactic units in creating his own verses.

(1) U tamnici suZanj, okovan,
u tamnici je glava naroda,
u tamnici je nada naroda,
u tamnici je sudac bogodan.
u tamnici je Samson, okovan (LK OD 100).

(2) Bejaste li, braco moja mlada
Da I’ bejaste vi na groblju kada,
Aj, nagroblju, na golemu?

— Ta uvek smo mi na njemu.

Groblje j’ zemlja koj se hodi:
Groblje j* voda kom se brodi;

Groblje — vrti i doline;

Groblje — brda i doline,

Svaka stopa:

Grob do groba.

Groblje j’ spomen doba sviju;
Groblje— knjige 3to se 3tiju; (JJZ P 84).

If the Serbian Romantic poets did not employ the method of repetition and mul-
tiplication, they resorted to “mutilating” the speech sequence on all levels: the pho-

nological, morphological, syntactic and semantic'', most often using the methods
of reduction and reduplication.

(1) Al’ §to pevah //nece u grob sici
Doé' ¢e ptice// i doc’ ¢e vetriéi
1 doci ¢e // gromovi ozgora,
Trgnut’ pesme // od nemilih dvora (BR R 65).

Al’ jo§ teze meni pada
Sto ja nemam, ko nekada,
Mlado srce, mo¢ne ruke:
Otiso bih u hajduke -
Stekao bih zlatne toke,
Krémarice crnooke

11 “We can find these phenomena even with our best Romantics - with Radi¢evi¢, Zmaj and Jak3i¢™
(Petkovi¢ 1990: 198).
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I nadomu gojne voke (D] PJP 26).

Radi€evi¢ was forced to apply a certain kind of destruction, or reduction, to each
of the verse lines, thus transforming the primary (standard language) forms (a/i,
doci, odozgora, trgnuti) into the secondary (non-standard language) forms (al’,
do¢’, ozgora, trgnut’), in order to harmonise the metric-rhythmic and syntactic-in-
tonation structure of the asymmetric decasyllable.

4.The poetic language ofthe Serbian Romantic poets was notably characterised
by a layer of metrical and rhythmical inertias in their verse. The new thoughts,
emotions and sensibility which captivated the Romantics, in contrast to differently
orientated poets, required new expression forms, which in turn brought about a
new metrical and rhythmical organisation of language material. If we, for a mo-
ment, compared the hexameters, elegiac distiches, archilochian stanzas of Lukijan
Musicki or, in the spirit of German metrics, highly regular schemes of other poets,
for example: Milo§ Sveti¢, Vukasin Radisi¢, Dorde Maleti¢, Jovan Suboti¢'?, Ste-
rija Popovi¢, we would realise without great difficulty “what Vuk’s collections of
lyric and epic folk poems meant for the metrical regularity, rhythmical vigour and
versification diversity and richness in Serbian Romantics’ poems as opposed to the
irregularity, stiffness and mechanical quality of the poetic rhythm of the poets pre-
ceding Branko” (Zivkovi¢ 1965: 43).

Thusthe whole poetic work of Branko Radicevi¢, in this sense, signifies a total
reversal in the Serbian lyric, which had until his appearance been plagiaristic, pure-
ly formalistic, mechanical. At the very beginning of his creative work, instead of
the stiff and academic versification, Radicevi¢ adopted the light style and natural
tone of the folk poem, which is especially reflected in his poems Gusle moje,
Devojka na studencu, Dackirastanak etc. In a later period Radicevi¢ improved and
broadened his poetic readers, introducing a more complex and diverse form into
his poems (eg. the poems Tuga i opomena, Beracice etc.). Many poems by Radi-
cevicevennow impress us by their melodiousness, enhanced rhythmical sensitivi-
ty and musicality of rhymed consonances.

12 Forcomparison, we will quote one stanza taken from Suboti¢’s poetry, written in hendecasyllabic
lines. Otkuda tako, ti mili putnige,
U Zivot ovaj posla I’ Zivot tebe?
Je li to Zivot, jel’ to pravo bice?
Kad svet ne vidi$, vidi$ li sam sebe?
Otac u sebi sebe ne poznaje,
Kéer mati trazi, tu joj vid ne daje! (JS ASSP 285).
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As Skerli¢ says, Zmaj had “a rare assimilatory ability, and would easily adapt
with his supple spirit... to the poetry of others. He imitated the folk poem so aptly
that some of his poems make the impression of being completely folk ones” (Sker-
lic 1967: 296). This trait of his is most obvious in Puli¢iand Duli¢i uveoci, as all the
poems in them are built on the metrical-rhythmical background oflyric folk poetry.
We will quote his verses taken from Pulici.

Kad si rekla biser da je...
Ova reéca, ova mala.
Ova me je unajvece
Sinje more pretvorila.
(LLZ P 135).

Pesmo moja zakiti se cvetom,
Pesmo moja zamiri3i svetom.
Jo§ sva srca ohladnela nisu —
Poznace te, pesmo. po mirisu! (JJZ P 138).

It is then no wonder that Zmaj was said to be the only Serbian poet who had
approached the literary ideal of his time — that on the background of folk poetry he
had created his own, creative poetry (Skerli¢ 1967: 296).

There may be no other Serbian Romantic poet who so dissociated himself from
the old objective, impersonal, moderate and didactic poetry as Pura Jaksi¢ did. He
transforms the national pain into personal despair accompanied by surges of
overwhelming passion. His verses often burst with ardent sensual love, emotional
desperation— mostly expressed in the lively, blithe trochaic rhythm of symmetric
oral octosyllable (4//4), symmetric (5//5) and asymmetric decasyllable @//6)".

«Vina Milo!»// - orilo se
Dok je Mila // ovde bila
Sad se Mila // izgubila
Tude ruke // vino nose.
Anato¢i// Ana sluzi,

13 Prof. Koguti¢ quotes Bura’s poem Plen written in trochaic symmetrical dodecasyllable. Here is
one stanza:

Samo piska slabih / orlovi¢a stoji,

Nema ko ¢e da ih / vrelom krvcom poji;

Ve¢ odavna doma ne vraca se stari,

1’ ne ima hrane, il’ za njih ne mari (Ko3uti¢ 1976: 56).
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Al’ za Milom // srce tuzi (BJ PJP 25).

I ovaj kamen// zemlje Srbije,

Sto, prete¢ suncu, // dere kroz oblak,
Sumornog ¢ela // mraénim borama

O vekovecnosti // pri¢a dalekoj,

Pokazujuci // nemom mimikom

Obraza svoga//brazde duboke (DJ PJP 60).

Grmnu puska, // goredu oblaci,
Mrtvo sunca//Krvavi su zraci;

A’ kubura //drugo sunce stvara,

A iz vojske // Turéin progovara:
..Kraj’ne hocéu, // delijo krvava!*
.Ne dam Kraj’ne! // Evo rusa glava!”

Laza Kosti¢ also moves within natural images and symbols. Like his predeces-
sors, he begins his poetic career writing in the spirit of folk poetry. His beginnings
are associated with a translation of The lliad into folk verses. Reading foreign lite-
rature, primarily Shakespeare, Laza temporarily breaks away from the influence of
folk poetry, and creates different verses. However, he frequently turns to both folk
motifs and the expression of the folk poem. His plays Maksim Crnojevi¢ and Pera
Segedinac not only convey the spirit of folk epics but also, with certain stylisations,
highlight all its tonal qualities. Laza Kosti¢ interwove into the rhythmic texture of
many of his poems the versification patterns of folk lyric and epic creation, thus en-
riching them with new poetic methods. We will mention just a few such poems:
Vile, Na iskap, Medu zvezdama, Ti i tvoja slika, Medu javom i med snom, Beseda,
Samson i Delila, Slavyj i lala, DuZde se Zeni, Santa Maria della Salute etc.

The poem Medu zvezdama was composed in symmetrical octosyllable (4//4).
Here are several verses:

Vasiona // pukla pusta,

Ve¢ u meni // duda susta

A serce mi // stalno bije,

U glavu mi// krvca lije,

Al’ mi vila// lice mije

Hladom svoga // krila meka,
I jo3 neka // blaga reka

Neka struka//iz daleka

Sveti miris // pamtiveka

(LK OD [, 30).
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We will quote several verses from the poem DuZde se Zeni written in symmetri-
cal decasyllable (5//5).

Iz moranikli/7 dvorovi beli.

Cim susse tako // divno popeli?
Jesu I’ ih vali // sobom izneli,

II’ ih je sunce // umilo danom?
Ni voda vlagom, // ni sunce sudom,
Venecija je // dahnula duom:
Prosla je bolest // ve¢ita, duga,
Prosla je skoro // morija, kuga.
Emija plovi // bogata, zlatna,

U more stere // vezena platna,
More se pred njom // veselo peni:

Duzde se zeni (LK OD I, 125).

5. Finally, if we summarise all that has been said so far, we can conclude as fol-
lows: the Serbian Romantic poets (B. Radic¢evi¢, J.J. Zmaj, Dj. Jaksi¢ and L. Ko-
sti¢) used to derive from our folk poetry a whole repertoire of poetic material and
expressions: themes, motifs, diction, symbolism, lexis, syntax, verse types, poetic
forms. Butthatprocess was neither spontaneous nor natural. One ofthe reasons lies
inthe fact that these poets did not sufficiently know the folk language in which the
oral lyric and epic poetry was created, and that they had before themselves a highly
developedpoetic language which was as yetto be mastered and adopted. However,
the Vukovian poets had the fortune to start their poetic careers at the time of Vuk’s
appearance and the advent of Romantic ideas focussed on folk creation, which was
with Serbs on a high creative level. These poets also had the fortune of not being,

like their predecessors, burdened with the past governed by different principles of
creation and poetry.

Abbreviations and sources

ANEP I: Antologija narodnih epskih pesama, Novi Sad — Beograd,
1969.

ASSP: Antologija starije srpske poezije, Novi Sad — Beograd.

Jb PJP: Jaksi¢ Pura: Pesme. Jelisaveta. Proza, Novi Sad — Beograd,
1970.

JZ P: Jovanovi¢ Jovan Zmaj, Pesme, Novi Sad — Beograd, 1970.

KL OD [, II: Kosti¢ Laza, Odabrana delal i1l, Novi Sad — Beograd, 1972.
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RB R: Radi¢evi¢ Branko, Rukovet, Novi Sad — Beograd, 1971.
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HeKamopbze Jemeimesl NOIMUHECKO20 A3bIKA NOIMOB 6)KOBCKO20
HanpaeJjieHua

ITo3Thl ByKOBCKOIr'0 HampaBJleHVisi TaX Ha3blBaeMble poMaHTHKH (BpaHko
PamuueBuny, MoBan MoBaHoBiy 3Mait, oxypa SAxiuny, JIaza Koctnu), no-
PBIBAIOT C SI3bIKOM IPEXHEHN JIMTEPATYPHOM IIIKOJIb], C €r0 GOHETHKOH, MO-
pdonorueii, cuHTakcucom M ekcukoid. OCHOBHbIE OCOOEHHOCTH f3bIKa MO-
33MH POMAHTHUKOB CBUJEJILCTBYIOT O TOM, YTO OHU MPUHSJIN A3bIKOBYIO Mp-
orpammy u pedpopmy Byka Kapamxkuya, 4To OHM NpUHSIAIIM MPUHLMI nuuu
Max, Kak 20860 puuls, CBE 3TO NMPeACTaBIseT 0coObIA BUJ BHEAPEHUS! HAPOHO-
IO s3blKa B JIMTEPATYpPy. DTH MO3Tbl, CTPEMSCh K CO3JaHUIO BCEHAPOIHOIO
JIMTEpaTYpPHOIO 53bIKa, MEPEHUMAaJIM M3 cepOCKON HapOAHOM 11033UM BECh
penepTyap NO3TUYECKUX CPEACTB: TEMbl, MOTHBbI, AUKLIMIO, CHMBOJIHKY, JIe-
KCHKY, CHHTAaKCHC, THI1bl CTUXOB, 1103THYeckHe GopMbl. ITosTaMy mx noat-
MYECKHE CPEACTBA B GOJILLION CTEMEHM OTPAXAIOT TeTEPOreHHBIN ANaJIeKT-
HBIA COCTaB, NPOSIBJIEHHbIM B 00JILILOM YHcIle 0COOGEHHOCTEN Pa3NMYHbIX Ha-
POAHBIX TOBOPOB.

[e-mail: carkic@bitsyu.net]
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