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[IPOBEYBEHN APXVB - Hosa mysuuka eguyuja

Panno bBeorpap, Xoju je HaryHwWo ocampeceTreT ropvHa pana (2009),
n  Mysvkonowxn uHctutyt Cpricke akafemMuje Hayka W yMETHOCTW,
Koju je obenexxuno 1e3mecetoronvimbn jybunej (2008), TIOKpeHynu cy
3ajedHykn  Tipojexat | IlpobybeHn apxvB. [IBe WHCTUTYyLMje Cy Tako
yIpyXwuie TipodecvoHanHe CHare, 3Hatba CBOjUX capafHuka u 6pury 3a
TpefCcTaB/batbe U TIOTyllapucarme Mysuxke pomahwx aytopa. PoHo-apxms
Panno Beorpana cBaxkaxo je HajBeha 1 HajsHauajHWja 3ByUHa 36MpKa y 3eMrb1
n Mehy HajeehuMa y perviony. To je HalMoHanHo [obpo TIPBOr penia, YTpKoc
UMFEHWLIM [a Cy MHOrO6POjHU CTYOWjCKU CHWMLIM CTpafjanu y TIepuomy
BEJIVKUX [PYLITBEHWX TIPOMEHa W TpaHsulWje, T4 TIPUTUCKOM Hemapa
WV 3710HAMEpHUX ,TT03ajMULIa" TPajHOr KapakTepa. YTpKOC ToMe, y ApXvBY
Cy jolI yBeK cavyBaHW MHOrOBPOjHW, jeAUHCTBEHU CHUMLIW, TIpe CBera fena
nomahwx ayrtopa 1 pnomahmx wsBobawa. CMaTpamo 3ato na 6U HUXOBO
objaBrbuBatbe TIPeACTaBbaslo 3HaUajaH JOTIPUHOC adUPMALILIN KaKo MY3UHKOT
CTBapaslalliTBa, Tako W KOHTUHYMPaHOT pa3Boja n3Bobaiutsa y Cpowju.
[Tpwnvkom usbopa fena xoja he yhu y cepwjy ,ITIpobybenn apxms®
y3UMajy ce y 0631p CBa CHWUMIbEHa [iefa, a CefleKljja Cce BPLIU Ha OCHOBY
HUBOa M3BoDera 1 KBanuTeTa cHuMaka. Bepyjemo fa hie HoBa 3ByuHa eanLmnja
W joMahoj 1 UHOCTPaHOj jaBHOCTM OTKPUTW HOraTCTBO 3BY4HOr apxusa Panno
Beorpaza, a xpo3 tera u Benvku 6poj Lena Cprickux KOMTO3UTOpa, Koja
Cy HaXasocT Maso Tio3Hata He camo w3BaH Cpbuje, Beh w Hauioj nomahoj
TTy6IMLX W LIUPOj KYJITYPHO] jaBHOCTU.
Beoipag, maj 2009.
Hanuya IMetliposuh
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ARCHIVES AWAKENED — New music edition

o
*

Radio Belgrade, which celebrated its 85™ anniversary in 2009, and the Institute
of Musicology of the SASA, which celebrated its 60" anniversary in 2008,
have started a new collaborative project ‘Archives awakened. The two
institutions have joined their professional forces in order to preserve and
popularise music by Serbian composers. The sound archives of Radio Belgrade
are unquestionably the largest and the most important audio collection in
the country, and one of the biggest in this part of Europe. The collection is
a national heritage of the greatest importance, although many recordings
have sadly been lost during periods of major social and cultural changes,
due both to negligence and to intentional ‘permanent loans’. Nevertheless,
the archives still contain numerous unique recordings of works primarily
by national composers and artists. We think that reprint releases of these
recordings will be an important contribution to the promotion and growth of
both music culture and performing activities.

Works to be published in the ‘Archives awakened’ edition will
be selected on the basis of the quality of both the performance and the
recording. We hope that this new edition will reveal to audiences both in
Serbia and abroad the richness of Radio Belgrade’s archives and through
them the quality of works by Serbian composers, who are unfortunately little
known, not only to audiences outside Serbia, but to our home public as well.

Belgrade, May 2009
Danica Petrovi¢



OBO U3Marbe je pesynTarT WUCTPaXVBAUKOr Pafa 0b6aBJbEHOT y OKBUPY TIPOjeKTa KOju
dvHaHepa MwuHucTapetBo Hayke Perybnuke Cpbwje. [TpunpeMy uspara MOMOITO je
MwHucTaperBo xyntype Pertybnvike Cpbuje, a wtamrame cy omoryhnnm OoHp 33 HayyHW
pan CAHY un 3aBoq 3a yli6eHviKe.






}Teu_,tap Korwosuh:

XKenugba Muarowesa u Cemwauyu

JegHa ,pomaHIiUUHA" U jegHa ,HapogHa” oliepa c Hymepama

[letiap Korwosuh
Y UCWOpUju cpucke mysuke

IMetap KomwoBuh je, BaH CBake CyMrbe, HajsHauajHWjW CPTICKM OTMEepcKu
Komro3uTop. Hberosux et orepa MebycobHo ce 1ocTa Pasyiukyjy 1o TeMama
W XXaHpOBUMa. BUcoxnM yMeTHMUKxvM KBanuTeTVMa U3ABajajy Ce, Kako y
KOMTIO3UTOPOBOM OTIyCy, Tako U y Aomahoj Mysuumn yoruure, Knes og 3eiue
(1926), Kowttiana (1931) n OtuaybuHa (1960), o Kojux TIpBe [ABe MpWUIanajy
3penoj das3n KorosvheBor pana, 1ok je Tpeha HacTana y mweroBvM TO3HUM
rOfIHaMa W HeroBo je mocnentbe neno. Omepa XKeHugba Muiowesa (mpsa
Bep3nja 1904), Mnananavxo [eno ayTopa U jenaH ofl TpBUX CPTICKUX TTpwWlora
0BOM >XaHpy, 1 Cemauu (1951), Bempa ,HaponHa orepa“, yobnuueHe cy kao
oriepe ¢ HyMmepama. [To3opuiHoj cueHn KomwoBuh je HameHvo 1 Mysvky 3a
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npamy Ilepa CeleguHay Jlaze Koctuha w 3a llexcrmposy xomeawjy Ca
Aetlitbe HOMU.

[Tetap KowoBuh je poben 5. Maja 1883. rogvHe y Yypyry y
Bauxoj. [Toxahao je Cpricky ruMHasunjy y HoBom Cagy, a motoM u YunTerscky
wkony 'y Combopy, y K0joj MY je Mysuky TIpenaBao “ellku My3u4ap un
neparor [lparyTuH bnaxex, Koju je cuctemMaTckvt MOACTVLIAO0 CKTIOHOCT CBOra
yUeHVKa 33 KoMrio3utopckvt paa. Mnaav Kowosuh je camocTanHo pafno Ha
orepn XKeHugba Muaowesa, a Leno je 3aBpLIMO U TIOHYOUO 33 U3BODere
beorpazickom HaponHoM To3opuilTy Tipes cam YTUe Ha KOH3epBaTOpUjyM y
[Tpary, roe je on 1904. no 1906. ronuxe cTyoupao y xnacu Kapena ltekepa.
IOvruiommpao je ca cumoormnjckoM moeMom Serbia liberata, mocBeheHom
crorofvIuLM [TpBOT CPTICKOT yCTaHka. YOp30 je Tio4eo fa pann y 3eMyHy 1
Beorpany xao HacTaBHWK My3uKe, TtocBehyjyiin 3HaTHO BpeMe KOMTIOHOBabY.
113 Tor paHor cTBapasiavkor nepuona, rmocebdax crioMmeH 3acnyxyjy Cumporuja
Y ye-moay (1907), mpBO Zeno Tor XaHpa y CPrickoj mysuuw, [Ipsu Tygauku
Keapiieil (1906; ¢uHane xomrioHoBao 1917), xao n onpebeHn 6poj cono
recaMa v obpaza HapooHMX Tiecama 3a INlac U KnaBup koje he tmcatv c
TIPEKUINMA TOKOM [y>Ker BpeMeHa, [a 6u nx Tex y MehypaTHoMm Tepvony
KOHauHo yobnuuuo y 3éupkama JIupuxa (1903-1922) n Moja 3emma (1905-
1925).

Toxowm ITpBor cBerckor parta xwBeo je y Combopy u 3arpeby, roe
je 1917. ronviHe Mpupeano ayTopCKu KOHLIEPT U AOXWBEO TIPEMUjepy CBOje
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LIaBHO KOMTIOHOBaHe TIpBe orepe, y MebyBpeMeHy 3HAaTHO mpepabeHe 1
TipeumeHoBaHe y BuauH seo. V 3arpeby je 6uo aupextop Oriepe XpBaTckor
HaponHor kasanuuita (1921-1926), Hak U weH ympaBHUK (1933-1935), a
y MebyBpeMeHy W yTIpaBHUK OCjeudkor ro3opwilta. [IBe pelieHunje usmeby
CBETCKMX PAToBa TIPeACTaBTbajy pasnobmbe KoroBuheBe TyHe CTBapanavke
3penocTv. AGnpMucao ce TIPBEHCTBEHO Kao OMEPCKU KOMT03UTop, ca KHesom
0g 3euie 1 KowittiaHOM, anu 1 Kao ayTop JagpaHckol kaupuua 3a BUOAUHY U
opkecuuap (1936), Ilpyio1 1ygaukol ksapuietia (1937) v HW3a cono rnecama.
Tapa je o6jaBMO W CBOjy jemuHy 30UPKY XOPCKMX IYXOBHUX KOMTIO3ULIMja
My3uka gyxosHa (1938) 1 MpBy 36MPKY TEKCTOBA 0 MYy3ULM U My3udaprMa
(JTuunocttiu, 1919).

[Tpen Ipyrun cBetcku part (1939) Kowosuh ce Bpatvo y beorpap, u
Ty je no 1950. ronure 6o mpodecop Ha Mysuukoj akanemwjn. 3a penoBHOT
wiaHa Cpricke akazemMuje Hayka W YyMETHOCTM w3abpaH je 1946. romuHe.
OnMax je TIOKPeHyO OCHWMBarbe My3UKOJIOUIKOr UHCTUTYTa U 610 je HeroB
npBW avpekTop (1947-54). KowoBuheB TO3HW CTBapanayku mepuon 6uo
je obenexxeH pazmoM Ha KpyrmHum dopmama: orepama Cemauu (1951) n
OwiaybuHa (1960), cumdorunjckoj moemu Maxap Hygpa (1946), xao v Ha
HexuM xpahmm pgenvma (Tpu ticaama 3a Tygauku opkecwiap, 1964; Tipsu
Ilcaram je Hactao jowr 1917). Obuman oryc ITetpa Korouha obyxsarta w
HEKONNKO BENMKMX CUMQOHWCKUX Aena, HU3 UHCTPYMEHTAJIHUX M KaMepHUX
Jlefa, X0poBa Pas/UMUTOr CacTaBa, Kao W Tecama 3a I7lac v Knasup, Mehy
Kojuma je Benunku 6poj obpazia HapogHWX HaTieBa.

9



Y mepviony Tocne pyror cBeTCKOr paTta 610 je U3y3eTHO TU1o0haH
Kao Mmys3uxkonor. ObjaBvo je mMoHorpaduje o Munojy MunojeBvnhy (1954) n
CreBany Moxparmlly (1956), xao w 36upke eceja Krwula o my3uyu cpiickoj
u caaseHtckoj (1947) n Otaegu o my3uyu (1965). Ympo je 1. oxTobpa 1970.
TOLVHE.

[Terap KowoBWR je jeHa of KJbYUHWX JIMUHOCTW CPTICKE MY3UKe
20. Beka, borato obmapeH M CBecTpaHo obpa3oBaH. CBeCTaH BpemHOCTU
MoxparsueBor Hacneha, ann v HeoTXOLHOCTW OCaBpeMEemUBama Cpricke
My3VKe, OH je 3aroBapa0 M3rpaftby MOLEpHe CPTCKe HallMOHaHe LIKOme.
Y cTwicKoMm Toreny weroBo CTBAPA/IALITBO TPUMAna MO3HOM POMaHTU3MY,
TIOBpeMeHO 060raheHoM efleMeHTVIMa UMTTPECMOHMU3MA U eKCTIPECUOHU3MA.
CTWUn eroBor ortyca je 6UTHO ofipeheH kopuiherseM GONKI0pHOT MaTepyjana
W TIPUMEHOM TICUXOJI0LIKO-PeAINCTUHKUX TIpocefiea (y orepama W OpyIUM
BOKaJIHO-MHCTPYMEHTanHUM dopmama). [Ton yviajem Barnepa, Mycoprekor n
JaHauexa, KorboBWh je Texxno fa nsrpaan CBoj IMUHU U3PaXkajHU peUUTaTUBHO-
ApPVO3HW CTUI1 KOjUM 61 adupMUcao BaKHOCT PeUN Y My3UHKO-IPaMCKUM
dopmama. [1aBao je mipuMar Menoanjn Koja je Kop wera acuMeTpuYHa, jep je
V3HVKI1A U3 BepOAJIHOT TEKCTA, W HEIOBAO je HETIOCPeIHOCT UMTTPOBW3aLIMOHO-
PaTiCOAVYHOT U3paXKaBarba.

O COTICTBEHOM CTBapaslalliTBy OBOPUO je PEeTKO, Ta je YTONUKO
IiparolieHnja KpaTka w3jaBa Kojy je nao moBonoM cBor 85. pohenpana: ,[leno
KOje caM CTBapao W CTBOPWUO Y pasHWM OBnMULIMMA 3BYYHOr apTU3Ma, Of
HajjeHOCTaBHWje, ‘TIPOCTOHApPOLHE MEeNoAvje A0 BP0 CIOXEeHUX MY3UHKO-
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CLIEHCKWX OCTBapetba, UHCTIMPWUCAHO je IyXOM Haliyje K0joj mpurazaM y CBUM
HEHWUM LIMPUHAMA U, MUCTIUM [ia TO MOTY Pehin, OHO Ttyricvpa enemMeHTapHUM
DPUTMOM CBOjCTBEHUM TOM TIOAPYHjY, 1, 6e3 063upa Ha ‘Momy’ Kojy 13as3uBajy
TIPOMEHe ‘yKyca W CHazlaxera' y pa3MeHu reHepalinja, Bepyjem a Moj oTyc
HOCW YOUWbUBO TleHaT UCKPeHe CTBapaayke akTUBHOCT.”
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JKenugba Munol
The Weddin




Petar Konjovic:

The Wedding of Milos and The Peasants

A Romantic and a Folk Number Opera

Petar Konjovic
in the history of Serbian
music

Petar Konjovi¢ is, without doubt, the most significant Serbian composer of
opera. His five operas differ a lot, both according to their subjects and genres.
The operas which stand out from both the composer’s opus and national
music in general due to their high artistic qualities are The Prince of Zeta
[Knez od Zete] (1926), Kostana (1931), and Homeland [Otadzbina] (1960),
the first two of which belong to the mature phase of Konjovi¢'s work, while
the last one was created in his final years and is his last piece of work. Out
of the rest of Konjovi¢'s operas, The Wedding of Milo$ [MiloSeva Zenidba]
(first version 1904), one of the first Serbian contributions to operatic genre,
and The Peasants [Seljaci] (1951), are both constructed as number operas.
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Konjovi¢ also wrote the stage music for the play Pera Segedinac by Laza
Kosti¢ and the comedy Midsummer Night’s Dream by Shakespeare.

Petar Konjovié was born on 5 May 1883 in Curug in Backa. He
attended the Serbian gymnasium in Novi Sad, and then the School of
Pedagogy in Sombor, where he was taught by Professor Dragutin BlaZek
who spotted his talent for composition. Later on, Konjovi¢ indeed chose to
study composing, and his independent work on the opera The Wedding of
Milos testifies to the seriousness of his intent. He completed the piece and
offered it to the National Theatre in Belgrade to be performed just before
he entered the Prague Conservatory where he studied in the class of Karel
Stecker from 1904 to 1906. He graduated with a symphonic poem Serbia
liberata, dedicated to the centennial anniversary of the First Serbian
Insurrection. Soon afterwards, he began to work in Zemun and Belgrade as
a music teacher, dedicating a substantial amount of time to composing. The
works belonging to his early period of creation, which are worthy of mention
are The Symphony in C minor (1907), which is the first work of the genre
in Serbian music, The First String Quartet (1917), and a certain number of
solo pieces and folk song arrangements for voice and piano which he wrote
intermittently over a longer period of time and which only received their
final form in the collections Lyricism [Lirika] (1903-1922) and My Country
[Moja zemlja] (1905-1925).

During the First World War he resided in Sombor and Zagreb,
where he gave a concert of his works in 1917, and saw the premiere of
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The Wedding of Milo$ (1917), the opera he had composed 13 years before,
amended in the meantime and renamed A Fairy’s Veil [Vilin veo]. In the
years 1921-1926 and 1933-1935 he was the director of the Opera of the
Croatian National Theatre, and from 1933 to 1935 he managed the Theatre
in Osijek. The two decades between the two world wars represent the period
of Konjovi¢’s full creative maturity. He asserted himself as primarily an opera
composer with The Prince of Zeta and KosStana as well as the author of
the Adriatic capriccio (1936), The Second String Quartet (1937) and solo
pieces. He also published a collection of choral works on church texts Sacred
Music [Muzika duhovna] and a collection of articles on music and musicians
(Persons [Li¢nosti], 1919).

In 1939, Konjovi¢ returned to Belgrade where he worked as a
professor at the Music Academy until 1950. He was elected a permanent
member of the Serbian Academy of Sciences and Arts in 1946. He initiated
the founding of the Institute of Musicology and was its first director (1947-
1954). His late creative period was marked by his work on large forms —
operas The Peasants and Homeland, a symphonic poem Makar Cudra (1946)
and some shorter pieces (Three Psalms for string orchestra, 1964; the first
Psalm was written in 1917). The prolific opus of Petar Konjovi¢ also includes
several large symphonic works, a series of instrumental and chamber pieces,
choirs of varied structure and songs for voice and piano which include a large
number of folk song arrangements. He was also an active and important
musicologist.
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After 1945, he was particularly prolific as a music essayist. He
wrote monographs on Miloje Milojevi¢ (1954) and Stevan Mokranjac (1956),
and a collection of essays The Book on Serbian and Slav music [Knjiga o
mugzici srpskoj i slavenskoj] (1947) and Essays on Music [Ogledi o muzici]
(1964). He died on 1 October 1970.

Petar Konjovi¢ is one of the pivotal figures of 20" century Serbian
music, profusely gifted and widely educated. Aware of the value of the legacy
of Stevan Mokranjac, but also of the necessity to modernize Serbian music,
he supported the idea of constructing a modern Serbian national school. In
terms of style, his opus belongs to late romanticism, occasionally enriched
with elements of impressionism and expressionism. The style of his opus
is significantly influenced by use of material from folklore and applying
psychologically realistic procédé (in operas and other vocal-instrumental
forms). Under the influence of Wagner, Mussorgsky and Jandcek, Konjovi¢
strived to build his personal expressive recitative-arioso style in which
he stressed the importance of words as bearers of semantic meaning in
musical-dramatic forms. He prioritized melody, caring for the immediacy of
improvisational and rhapsodic expression. His vocal line was modelled on the
rhythms and melodic inflections of everyday speech, with resulting realistic
effects.

Konjovi¢ rarely spoke of his own work which makes the brief
statement he made on his 85th birthday even more precious: “The work
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which I have been creating and have created in various forms of the art
of sound, from the simplest ‘ordinary folk’ melody to very complex musical
creations for the stage, is inspired by the spirit of the nation I belong to, in
the fullest extent and, I believe [ may claim, pulsates in the rhythm essential
and typical for this territory, and regardless of the ‘fashion’ brought upon by
change in ‘taste and orientation’ caused by the succession of generations, I
believe that my opus carries a distinctive mark of genuine creative activity”.

1 8 Buxa EHrn xao PaBvjojna. XpBaTcko HapoiHo Kasanwiure, 3arpeb, 1917.
Vika Engl as Ravijojla. Croatian National Theatre, Zagreb, 1917






CD1
JKEHUOBA
MHUJIOIIEBA
(BUJTHWH BEO)

PomanuwiuuHna otiepa

Opkectapcka cBuTa u3s [ umHa

(1) MoHoh y Mvpoy miaHvHn  2:50
(2) [Tecma bpopaputie 3:54
(3) Cpuiba BWna n BWiewaxka  3:17
(4) 'pabaHumjall 1:33
(5) Bypa y mnaHvHn 1:28
(6) Munouiesa rmecMa 4:22
YKYTIHO Tpajarbe: 17:24

Xop 1 CumdoHmjckn opkectap
Papvo TeneBuswje Beorpan

IvpureHt: Ockap JaHoH
Pepurers: KonctanTnH Bunasep
CHumarers: Cnobopan MnaneHosuh

CHumrbero 18. 111 1962.
TO 792
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Ienosu n3 I unta

(7) VBomHa My3uKa v Xop 3:47
(8) [Mecma Mwuioia 3:13
(9) Oyet Munowa n PaBujojne  3:18
VYKYTIHO Tpajatbe: 10:18

Conuectu:
IOparo Crapu, TeHop
PapMuna BacoBuh-BaxoueBuh, corpaH

Xop 1 Cumdormjckm opxectap
Panvo Teneswswje Beorpan

InpureHt: )KnBojun 3apaBkoBuh
Penuters: TaTjaHa JaurieHko
CHumarers: Anexcangap Papojunh

CHumrbero 18. XII 1958.
TO 2706



CD1
THE WEDDING
OF MILOS

(THE FAIRY’S VEIL)

Romantic Opera

Orchestral suite from Act I

(1) Midnight on Mount Miro¢ 2:50
(2) The undine song 3:54
(3) Ire of fairies and elves 3:17
(4) Grabancijas (Elf) 155
(5) Mountain storm 1:28
(6) Milos’s Song 4:22
Total Duration: 17:24

Radio-Television Belgrade
Symphonic Orchestra

Conductor: Oskar Danon
Director: Konstantin Vinaver
Recorded by: Slobodan Mladenovié¢

Recorded on 18 March 1962

Fragments from Act I

(7) Introduction and Choir 3:47
(8) Milo§'s Song 3:13
(9) Duet of Milo$ and Ravijojla 3:18
Total Duration: 10:18
Solists:

Drago Starc, tenor
Radmila Vasovié-Bakocevié¢, soprano

Radio-Television Belgrade Choir
and Orchestra

Conductor: Zivojin Zdravkovié
Director: Tatjana Jas€enko
Recorded by: Aleksandar Radojcié

Recorded on 18 December 1958
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JKenugba Munowesa. CHIT, Hou Cap, 1960. ITetap KorsoBuh cenn

n3meby avpvirenta Jlasapa ByTe v pexxucepa Jocurna KynyHimha, nssobauu croje.

The Wedding of Milo$, in SNT, Novi Sad, 1960. Petar Konjovi¢ is sitting

', betweenthe conductor Lazar Buta and the director Josip KulundZi¢; the singers are standing.

»
.
> -






(10) IIunn
Tpajame: 34:37
Convetw:

Oparo Crapli, TeHOp
Munow Obuauh

Panmuna Bacosuh-BakoueBuh,
cortpaH
Pasujojaa

MupjaHna BpueBuh, meliocompar
Mapuwia

JKapxo LIsejuh, 6ac
Mapxko Kpamvesuh

OyuwaH [MoroBuh, 6apntoH
Pemwa Kpuratuuua

IOyuan LiBejuh, TeHop
I'pabanyujaw

3opa Mojcunosuh, corpar
suAa bpogapuya

CumdoHmjckn opkectap
Pagno TeneBnsuje Beorpan

24

Inpurent: Ockap JlaHoH
Penurers: Muogpar nuh
CHumater: CteBaH Bopotuh

CHumrbeHo: 22.V 1958.
TO 2076

(11) Ceevann maput us Il yuHa  2:29

3arpebauka dpunxapMoHuja
Ivnpurent: Munan Xopsat
Penuters: Pactucnas Kambackosuh
CHumaters: MurbeHko [lep

CHumrbeHo: 29. I 1969.
TO 8332



(10) Actll Conductor: Oskar Danon

Duration: 34:37 Director: Miodrag Ilié
Soloists: Recorded by: Stevan Boroti¢
Drago Starc, tenor Recorded on: 22 May 1958
Milos Obili¢

Radmila Vasovié-Bakoc€evié,
soprano
Ravijojla

(11) Festive March from Act III 2:29

Zagreb Philharmonic Orchestra
Mirjana Vrcevi¢, mezzosoprano Conductor: Milan Horvat
Marta

5 > Director: Rastislav Kambaskovi¢
Zarko Cveji¢, bass

Marko Kraljevié Recorded by: Miljenko Doerr

Dusan Popovié, baritone Recorded on: 29 January 1969
Relja Krilatica

Dusan Cvejié, tenor
Grabancija$/Elf

Zora Mojsilovié¢, soprano
Undine

Radio-Television Belgrade
Symphonic Orchestra
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Cemayu, 11 uvH. HaponHo mo3opwiire y Beorpany, 1952.

MwpocnaB HYaHranosuh xao MapuHko un XKapko LiBejuh xao CtaHojno
The Peasants, Act II. National Theatre in Belgrade, 1952

Miroslav Cangalovi¢ as Marinko and Zarko Cveji¢ as Stanojlo







CD2

CEJbALIU

(bHUJ0)

HapogHa otiepa

(1) VBepTvpa 9:26

CvmdoHmjckn opkecTap
Papvo TeneBuswje Beorpan

IOvpurert: @pany Knunap
[Tponyuent: IT. XK.
CHumarters: CreBaH Bopotuh

CHumrbeHo: 5. XII 1968.

TO 2049

(2) I umH (Ha mipeny) 25:48
(3) I unH (M360p0) 18:00
(4) Il unH (BeryHnua) 22:57
YKyTHO Tpajaree

(6e3 YBepTupe) 66.45

Conuern:

JKapxo 1Isejuh, 6ac - Mapko
Huona Januuh, TeHop — AHIpvja
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Hophe Hyphesuh, 6ac — CTaHojno

3BoHumup Kpneruh, teHop
- 3gpasiko

Tomucnas PeHo, TeHop
- Maxcum

Hwuxona Mutuh, 6aputon — Muauh

Anexcanzap BecenuHosuh, bac
- Pagucas

Oyuwan JaHkoBuh, 6apntoH — Muaucas
Onra Boxuh, corpar - Jbybuya
Onra Munowesuh, Meliocorpar — [Tetupa

Munuua Munaguiosuh, MeljocornpaH
- XusaHa

Xop 1 CumoHmjckn opkectap
Panvo Tenesuswje Beorpan

[IupvreHT W aparralmja 3a paamo:
Bopucnas INawhan

Penuters: Mapuo Kpemsup
CrHumarers: Cnobopgan Mnapernosunh

CHumrbeHo: 19. X 1960.
TO 8884 (I unn) 1 TO 8885 (II n III unh)



CD2
THE PEASANTS
(PIDO)

Folk Opera
(1) Overture 9:26

Radio-Television Belgrade
Symphonic Orchestra

Conductor: Franc Klinar
Produced by: P. Z
Recorded by: Stevan Borotié¢

Recorded on 5 December 1968.

(2) Act I -

Gathering at Spinning 25:48
(3) Act II - Village Elections 18:00
(4) Act III - The Fugitive 22:57
Total Duration 66.45

Soloists:

Zarko Cveji¢, bass-baritone —
Marinko;

Nikola Janc¢i¢, tenor — Andrija
Dorde Durdevié, bass - Stanojlo

Zvonimir Krneti¢, tenor
- Zdravko

Tomislav Reno, tenor
— Maksim

Nikola Mitié, baritone — Mili¢
Aleksandar Veselinovié, bass

- Radisav

Dusan Jankovi¢, baritone — Milisav
Olga Dokié, soprano - Ljubica

Olga MiloSevi¢, mezzo-soprano — Petra

Milica Miladinovié¢, mezzosoprano
- Zivana

Radio-Television Belgrade Choir

and Symphonic Orchestra
Conductor: Borislav Pasé¢an
Adapted for radio: Borislav Pas¢an
Director: Mario Kremzir

Recorded by: Slobodan Mladenovié¢
Recorded on 19 October 1960
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L 4

L 4

JKeHugba Muaowesa
(BuauH 8eo)

(1904; 1917; 1922)

PoMaHTMYHa orepa y Tpy YnHa

Jluya: Lap Jlasap (6ac), Llapnua Munvua (mewocorpat), Munowr Obwnnh
(TeHop), Perba Kpunatuh (6aputoH), Mapxo Kpamesunh (6ac), Buna PaBujojna
(cortpaH), Bponapuiia (cortpaH), Mapta Bpadapa (ant), ['pabaHimjai (TeHop
6ydo), Obnaxurba (Mewiocorpa), [TnaHnHKWIba (MELloCoTTpaH)

Bpeme: XV Bex

Mectwio: I unH - y Mupou-rnanviy; IT umn - [efwHa Mapte Bpaudape;
III unn - [Isop Llapa Jlaszapa

JKenugba Munowesa, y CprickoM HaponHom Tosopuity, Hosu Cag, 1960.

M. CxeHneposuh, O. Burrynau, B. Lisejuh, B. [Torovh

The Wedding of Milos, Serbian National Theatre, Novi Sad, 1960

M. Skenderovi¢, O. Bingulac, V. Cveji¢, V. Popovié 3 1



Cagp>kaj otiepe

I unn

Ha Mwupou-tmarunn ce ompxarsa 360p BWa KOju HeouekuBaHo Tiocehyjy
Mwour O6vnuh, Mapko Kparsesuh v Perba KpunaTtuh (Kpwnatwia). Bune n
BWI1erallyt Cy HePacTioNodXXeHn TipemMa Mwlollly jep cy casHanu [ia je jenHOM
TIPWIMKOM HaTTieBao BWy PaBujojny. U mopen Tora, oH Touumbe [a TeBa, a
PaBujojna ra moraba cTpenom y rpio.

IT unn

Xenehun pa ce ocBeTe TpojuLIM jyHaxa, BUJe ce CKyTUbajy Y mehwHu Bpavape
Mapre w cripemajy OTpoBHe cTpene. PaBwjojna ce, mebyTwM, ToBepaBa
Bpayapw Aa Bonu Muiowa. ITowTo cy ce Buie pasuiire, rojasibyje ce Mapxo
Koju ce 3arbydno y PaBujojny v TpaXku 7ex TMPOTUB BWIMHCKUX YuHU. OH of
e 0TUMa 4apobHW BUWIIMHCKW Beo U 6alla ra y TulaMeH, 360r dera ce Buja
OHECBECTW W TIPETBOPU Y 06WYHY 1eBojKy. Mapko v Mwnowu fnonase y cykob
oko PaBujojne, anu oHa ycreBa na WX ymMupw: 6wpa Mwnoua, a cknara
robpaTumcteo ca Mapkom. Bwie n I'pabaHunjaln Hamapajy Mapka, anu ox
ycrieBa fia ce of6paHu.

III unn
Ha neopy uapa Jlazapa ripvipehyje ce cBevaHo BeHuarse Musiolua v PaBwjojne.

JKeHugba Munowesa, XpBaTCKO HapPOAHO KasanwiuTe, 3arped, 1917. Mapta ITocrmumn kao Mapta Bpavapa.
The Wedding of Milos, Croatian National Theatre, Zagreb, 1917. Marta Pospisil as Marta the witch
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HOpamckn Texcer [Iparytuna Mnuha (1858-1926) xoju je HapaxHyo [letpa
KorsoBrha fa KoMTioHyje CBOjy ,pOMaHTUYHY OTIEpY Y TPU HUHA" — TIOCT1Y>KNO
je Mano patuje Boxanpapy Joxcumosuhy (1868-1955) 3a UCTOUMEHO LieNo Koje
ce cMaTpa TIPBOM CPTICKOM OTEPOM. JoKCUMOBUA je CBOjy ,HapomHy orepy”
3aBplIno 1902. roguHe n oOoMax Tocsao yrpaBHuKy HaponHor rosopwiirta
y Beorpapy ¢ mpennorom 3a u3Boberbe, alIu OHa HUje HUKana 3aXuBena Ha
cueHv. Buviue ycrexa je umao Ctanvcnas Bunnuim uuja je ornepa Ha ypaHky
(1903) noxmBena mpeMujepy MpBUX AaHa 1904. ronuHe, Ta MpencTaByba TPBY
CPTICKY U3BEAEHY OTIEDY.

HparytiH Vinvh je cBojy ,4apobHy Urpy*, 06jaBibeHy Y capajeBckom
KrbvkeBHOM 4dacorvcy Haga 1898. ronuHe, 3aCHOBAO Ha HAPOMOHOj ericKoj
necmun Mapko Kpamwesuh u suaa. [lpema cBepouerby Kocte MaHojnosuha,
mucal je 1896. 6uo y mperoBopuma ca CreBaHoM MokparslieM, Hanajyhn
ce fa 61 TO3HATU KOMTIOSUTOD B10 3aMHTEPeCOBaH [la TPeMa TOM HeroBOM
IIpaMCKOM CTIeBYy KOMTIOHYje GUI0 TIpaBy Oriepy, 6W0 Komal C TeBatbeM.
Haxarnocr, no capanwe Huje notino. Kowoswh je cBojy mpBy Bep3njy XKenugbe
Muaowese TIpepaziuo o MOBPATKy €a MpaLIKMX CTyAWja U TO Ha caBeT Mwiioja
MwiojeBuha. JlomatHo je WHTepBEHUCAO Tpen Tpemujepy y 3arpeby (25.
arpuna 1917). Tlocne meT rogvHa KOMTIO3UTOD je TIOHOBO LeN0 PefuroBao,
Tipunpemajyhin HoBo 3arpebayko n3Boberse (4. oktobap 1922). BuAuH 8eo je y
Beorpany mpBu TiyT u3BezeH 27. debpyapa 1923. rogute.

OBy DPOMaHTUUHO-HALMOHanHy 6ajky KorwoBvh je KOMTOHOBao
yImenajyhv ce Ha DPaHOPOMaHTU4HEe OTiepe, TIPBEHCTBEHO Ha YapobHol
cuipeaya Kapna Mapwje Bebepa. Tlpea orepa yoruute kojy je KowoBuh
BUZIE0 Ha clLieHn 610 je yrpaBo Bebepos CilipeAau, y CKPOMHO] peanvsalinjn
Ha roctoBarby HoBocazckor Cprickor HapopHor mo3opuinta y Combopy 1900.
rOfViHe (TTeBanu cy IMyMLW, jep Hvje w0 TpodecnoHanHuX meBava, a BojH!
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aHcam6n [TeTpoBapaZvHCKOr Tyka CBUpao je opkecTapckw .eo). [To ysopy
Ha OBY OTIepY, KOMTIOHOBAO je cBojy XKeHugby MuAowesy Kao [1e710 y KOMe
ce CMemYjy HyMepe, OCMULITbEHe Kao apuje, AyeTu U aHcambny, a HaunH1o
je Harop Aa KOHTUHYWTET Toka pafte obesbenn objemnrbaBareM Hymepa
y Tipusope. Ha xpajy cBakor 1uHa je dvHane ca yueuthem Benmkor 6poja
JIMKOBA U XOPa, LITO je TaKkohe jenHa of yobu4ajeHnx 1 orpaBaaHuX OTIepCKUX
KOoHBeHUWja. Leo Tpefin, dUHaNHU UmH, OCMULLITbEH je Kao BeNvKa XXaHp-ClieHa
- cBafba, 3acHOBaHa Ha MY3WHKOj MaTepUju HAPOIHOT TIPU3BYKA.

PasymsbuBO je 3alTo je Apamckv mpennoxax JparymmHa Mnvha
3aVHTEPECOBAO YaK [BOjULlY KOoMTio3wuTopa, Joxcumosuha w Komosuha.
MoTUB HaTreBaBama, TMpey3eT U3 HapofoHe Toesuje, Aaje 3rofjaH My3uuku
rofncTML)j, Xao wro he KowTaHnHa mecMa — UCTVHA, Y [aieko CIIoXeHnjeM
CMWCTly — TIpefCTaB/baTu buTaH TokpeTay panme Y xacHujoj KomoBuheroj
ortepu paberoj pema xomany Bope CrarkoBuha. Mebytum, Taj uctn Mnunhes
IIpaMCKU CTIeB CTBOPWO je W TipobrieM Komriosutopy. Beh mpeu kputuuapu cy
3amaswiv MaHe nubpeTa y KojeMm je paawa 6e3 cykoba v jaunx KOHTpacTa, ca
HU3aeM CIIvKa JIeTIMX 3a 0KO, au JINLIEHWX JpamaTuke.

Y XKenugby Munowegy KorwoBuh je yBeo mManu 6poj 1ajTMOTVBE,
Meby KojuMa ce W3[Bajajy [Ba, Be3aHa 3a nmkoBe Mwnowia u Mapka.
SaHUMIBUBO je fia Ce OHW TIPBY TIYT TI0jaBlbyjy UCTOBPEMEHO, LUITO TTPOUCTUUE
W3 33jedHUUKOr CTyTara oba Nuka Ha cleHy. o TpaBor 1ajTMOTWUBCKOT
pa3Boja 0BUX U Apyrvx Tema Hehe fohn, a To 61 6o u Telko Aa ce ouexyje
07l MJIafior ayTopa, KOjU je rOTOBO CaMOYK Y BpeMe pajia Ha TIpBOj Bep3wju
nena. Kao wro je To Munoje MwunojeBuh mpBW TIpUMETWO, €0 Tocenyje
e7leMEeHTe U TPaAVLIMOHAJIHe OTlepe C HymMepama W Mys3uuke Apame, 13 yera

TIPOUCTUYE ApaMaTypLIKa HeyjeJHaUeHOCT.
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KoroBuh je 610 cBecTaH 3Hauaja GyHKLIMje OpKecTpa y My3UHKOj
IpaMy, Tako [ia My je TIOCBETUO 3HATHY Taxtby. [TocebHO je Madkb1Bo Mpuiao
Kapaxtepusalmjn atmocdepe 1 aMbujeHTa, BelTo kopuctehu edpexte Koju ce
MOry [06WTU 0ff Xapde, eHITIECKOT Pora W COIUCTUHKMX BUOTIUHA.

PoMaHT/4apcka MHCTMpauuWja, Miafanadkv 3aHoc U ambulivja
KOjW Cy YTIOXXEHW Y OBY OTIEpY HWUCY 6WIn IOBOTbHM fla XKeHugbu Muaowesoj
obesbene TpajHWjU CLIEHCKWM >KMBOT, aiu OCTBApPEHW pe3ynrtaT He Tpeba
TIOTLIEHUTW jep TIPeACTaBsba jeIHO CBakako BPeLHO UCTOPUjCKO CBEAOUAHCTBO
0 obehaBajyheM Haropy jenoHOr o7 HalMX Haj3Ha4ajHWjUX KOMTIO3UTOPa,
rnpunagHuka redepauuja nocne CreBaHa Mokpamwlia, Aa CPTICKYy MYy3UUKy
CLieHy TTPUONIUKW eBPOTICKUM y30pUMa.

Buka EHrm1 xao PaBujojna y XKeHugbu Muiowesoj

XpBaTcKo HApOAHO Kasanuiute, 3arpeb, 1917.

3 6 Vika Engl as Ravijojla in The Wedding of Milo§
Croatian National Theatre, Zagreb, 1917









Mugﬁa Munowesa, IT unH. XpBa'rc1<o HapoznHo Kasanuiite, 3arped, 1923.
me WeddmgxofMﬂaE Act IL. g;ea Natlonal Theatre, Zagreb, 1923
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The Wedding of Milos

(1904; 1917; 1922)

Romantic opera in three acts

Characters: Emperor Lazar (bass), Empress Milica (mezzo-soprano), Milo§
Obili¢ (tenor), Relja Krilati¢ (baritone), Marko Kraljevi¢ (bass), fairy Ravijojla
(soprano), Undine (soprano), Marta the witch (alto), Grabancijas (tenor buffo),
Cloud fairy (mezzo-soprano), Mountain fairy (mezzo-soprano)

Time: XV century

Scene: Act I — Mount Miro¢; Act II — The cave of Marta the witch; Act III -
The court of Emperor Lazar

Buxa EHrn xao PaBwjojna y XKernugbu Muaowesoj

XpBaTCKO HApOZHO Kasanwiuite, 3arped, 1917.

Vika Engl as Ravijojla in The Wedding of Milos 4 1
Croatian National Theatre, Zagreb, 1917



*

Content of the opera

Act 1

There is a gathering of fairies on Mount Miro¢ which is unexpectedly visited
by Milos§ Obili¢, Marko Kraljevi¢ and Relja Krilati¢ (Krilatica). The fairies and
elves are hostile toward Milo$ because they have learnt that, on one occasion,
he has out-sung the fairy Ravijojla. Despite this, he breaks into song, and
Ravijojla pierces his throat with an arrow.

Act II

Seeking to avenge themselves on the three heroes, the fairies gather in the
cave of Marta the witch and prepare poisonous arrows. However, Ravijojla
confides in the witch that she is in love with Milos. After the fairies disperse,
along comes Marko who has fallen in love with Ravijojla and seeks a cure for
the fairy spells. He snatches the magical fairy veil from her and throws it into
the fire, thus causing the fairy to lose consciousness and become an ordinary
girl. Marko and Milo$ come into conflict over Ravijojla but she manages to
appease them - she chooses Milo§ and takes Marko as her blood-brother. The
fairies and Grabancija$ attack Marko but he manages to ward them off.

Act III
A ceremonious wedding of Milo§ and Ravijojla takes place in the court of
Emperor Lazar.
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The dramatic script of Dragutin Ili¢ (1858-1926) which inspired Petar Konjovi¢
to compose his “romantic opera in three acts” was previously used by BoZidar
Joksimovi¢ (1868-1955) for a work bearing the same name and which is
considered the first Serbian opera. Joksimovi¢ completed his “national opera”
in 1902 and immediately sent it to the manager of the National Theatre in
Belgrade suggesting that it should be performed, but it never saw the light of
day. Stanislav Binicki had more success and his opera At Dawn [Na uranku]
(1903) had its premiere in the early days of 1904, and it is thus the first
performed Serbian opera.

Dragutin Ili¢ based his “magical play”, published in the literary
magazine Nada in Sarajevo in 1898, on a folk epic poem Marko Kraljevié¢ and
a Fairy. The data recorded by Kosta Manojlovi¢ is of some interest because
it shows that the author was negotiating with Stevan Mokranjac in 1896
hoping that the famous composer might be interested in using his dramatic
epic to compose either a genuine opera or a vocal piece after it. Unfortunately,
the collaboration never occurred. Konjovi¢ altered his first version of The
Wedding of Milo$ after he returned from his studies in Prague, following the
advice of Miloje Milojevi¢, further amending it before its Zagreb premiere
on 25 April 1917 when the piece was performed under the name A Fairy’s
Veil. The composer made one final amendment to the piece in preparation
for another premiere in Zagreb on 4 October 1922. Soon afterwards, it was
performed in Belgrade for the first time on 27 February 1923.

Petar Konjovié¢ composed this romantic national fairy tale taking
example from the operas of early romanticism, primarily Carl Maria Weber
and his Freischiitz. The first opera which Konjovi¢ saw on stage was
precisely that opera by Weber in the modest performance of the Serbian
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National Theatre of Novi Sad on its visit to Sombor in 1900 (the actors sang
because there were no professional singers and the military ensemble of the
Petrovaradin Regiment played the orchestral part). Following the model of
this opera, Konjovi¢ composed The Wedding of Milos as a work in which
numbers, composed of arias, duets and ensembles, succeed one another,
and he made an effort to ensure the continuity of the plot by gathering the
numbers into larger frames — scenes. Each act ends with a finale in which
a large number of characters participate and a choir as well, which is also
one of the common and justified opera conventions. The entire third act is
conceived as a large genre-scene - wedding, based on musical material with
a folk resonance.

It is understandable why the two composers, Joksimovi¢ and
Konjovié, were interested in Dragutin Ili¢’s play. The motif of out-singing
taken from the folklore poetry offers a convenient musical incentive, just
as Kostana's singing — albeit in a far more complex sense — represents an
important initiator of the plot in Konjovi¢’s later opera composed to the work
of Bora Stankovi¢. However, Ili¢’s dramatic epic also posed a problem for the
composer. The first critics noticed the flaws of the libretto because its plot
lacked conflicts or stronger contrasts, and while it had a series of images
beautiful to the eye of the beholder, it was void of drama.

Konjovi¢ introduced a small number of leitmotifs into The
Wedding of Milos, among which the two referring to the characters of Milo$
and Marko can be distinguished. The interesting thing is that they appear
simultaneously for the first time, which is the result of the two characters
coming on stage at the same time. The genuine development of leitmotifs
in these and other themes never occurred, and it would have been unlikely
to expect it from a young composer who was practically self-taught at the
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time he was working on the first version of the piece. As Milojevi¢ remarked
once, the piece has elements of both a traditional opera with numbers and a
musical drama, which results in the dramaturgic imbalance.

Konjovi¢ was aware of the importance of the part which an
orchestra plays in a musical drama and he therefore paid substantial
attention to it. He approached the matter of creating the atmosphere and the
setting with particular care, skilfully using the effects produced by a harp, an
English horn or solo violins.

The romantic inspiration, the zeal of the youth and ambition
invested in this opera were not sufficient to ensure a more lasting stage life
for The Wedding of Milos, but the achieved result should not be disparaged
for it represents a valuable historical testimony to the effort of one of our
most important composers ever, a member of the generations succeeding
Stevan Mokranjac, who brought the Serbian musical scene closer to European
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Cemayu, mpemujepa. HaponHo nosopuinte, Beorpan, 1952.
Coduja JaHkosuh xao Jbytuiia n Ctjeman AHzapaluesnh kao 34paBko
The Peasants, premiere. National Theatre, Belgrade, 1952
Sofija Jankovi¢ as Ljubica and Stjepan Andrasevi¢ as Zdravko







Cemwauu

(bugo)

(1951)

L 2

HapopHa orepa y Tpyt YnHa

Jluya: MapvHko (6ac-6aputoH) n AHapwja (TeHop), ceocke raspne;CTaHojno
(6ac) v JoBaH (TeHOp), cerbaly; 3ApaBKo, CUH MapuHKOB ( TeHOp); Makcum,
CUH AHIPUjUH (TeHop 6ydo); Munuh, ceockn momax (6aputon); Jbybuia, khnt
CraHojeBa (corpaH); IleTpa, weHa opyrapuia (MelocorpaH), JKuBaHa, cHaxa
MapurxoBa (anTt); [TaBnvja, xeHa MapwHkoBa (ant); Mwnucas, Paguncas n
CrojucaB (baputoHn n bacosw), cemaiin; Ceocka Tanayp (6ac); ITormt (TeHop);
TPU MOMKa (TeHopw); XKeHckn rnac usa cueHe; YMHoBHUK (HéMO nvLe); Xop 1
banet: ceocke MOMLIM 1 [1EBOjCKeE, CETbAllU W CeJbaHKe

Bpeme: [Joraha ce xpajem 19. Bexa

Mectuio: Ceno y Mausn
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Cagp>kaj oliepe

L 4

I unn

(Ha tipeay)

Momum W feBojke OKyTUbeHW cy Ha mpeny. Mckasyjy cummnatunje mpema
3arbybrbeHoM Tiapy Jbybouiv w 31paBKy, a TIOLCMEBAjy Ce HECTIPETHOM,
wMyjhHoM Makeumy, koju odexyje na he HDOroBOpOM pOOUTETbA LOOUTW
Thy6uily 3a keHy.

IT unn

(M36opu)

Cerbalin ce cripemajy 3a u3bope 3a CEOCKOr KMeTa, pelleHu [a Iyacajy 3a
AHIpWYjy, MaxcvMOBOr 0Lia, Mako je ,Tymas“ v ,MeK", jep Bepyjy fa he ra xacHvje
71aKO HaTepaTvt Ca CTPOBOAV HWXOBY BOJby. [1pOTMBKaHOMAAT je Mapuhxo,
31paBKOB OTall, TIPeK W ,TBPA, Koju ce Beh 3amMepno MHOrUM cerbalmuma. OH
TokyliaBa fia mpvBonu  JbybuunHor olia CtaHojna fa rmaca 3a wera u na
yTUYe Ha Opyre Aa Tako y4MHe, @ YaK HaroBelITaBa U TpoLIeBnHy Jbybuile
3a 3ppaBka. CTaHoj0 HawsIe[ TIPUCTaje, M Kao W CBU OCTalv Cejballu,
rmnaca 3a AHapwjy. Cerbaln Hasoparrbajy AHAPWW, @ BECEeNO PaCTIONoXere
HapyllaBa camo Tposiasak MapuHka Koju je JbyT LITO je HacaMapeH.
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ITT unn

(BetyHnuua)

MapwHko nckarbyje 6ec Ha cuHy 30paBky, bpaHehm My na ce Buba ca Jbybuiiom.
31paBKo, CKPUBEH, Ca O4ajarbeM TocMaTpa MpuUripeMe 3a TipoLieBuHy Jbybtuiie
3a Maxemma. Ca gpyrom MwivheM mnaHupa oTMULY AeBojke, HapaBHO Y3
’beH TipUcTaHak. pamcka KynMuHalnja je y 6. TIpU30py OBOT YMHa, kaza
ce MapvHKo ycTpemsbyje Ha CuHa 360r Tora LITO je [0Beo ,0TeTy" LNEeBOjKY.
31paBKo He TIoKasyje cTpax Tper o4eBUM becoMm, Hak My TipKocu peunma: ,He
6ojuM ce ja cmptv!* MapwHKo je mpBO 3arpertaurhen, Ta onyiieBkeH: ,OBO
je opyrv jal Bupo! JyHax!...“Tlocne cleHe moMupersa, pacronoxerv MapuHko
ycreBa na opobpoBorbu CTaHojna Koju je, yepeheH, nouao 1o Jbybuiy. IIBa
ola ce mupe. [Ipupehyje ce ceanba.

5 O Cemayu, 11 yuH. HaponHo mosopuiire, Beorpan, 1952.
The Peasants, Act II. National Theatre, Belgrade, 1952
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Y KowoBuheBoM omepckoM Omycy, KapakTePUCTUYHOM TI0 TpeTuUpamy
CYynOVHCKMX TeMa, Kao W TI0 APaMCKOM MHTEH3UTETY M3pasa U TICUXOJIOLIKOM
Tpony6rbMBaky NvKoBa 1 cutyauvja, Cempayu nenyjy Benpo n pacrepehexo,
Ka0 CBOjeBPCHW CKepLio. Huje nckbyyeHo nia je KOMMO3UTOP 3a Paj Ha 0BOM
nieny 610 TIOACTAKHYT TocsiepatHuM ycrecuma baneta Oxpugceka AeleHga
CreBaHa Xpuctvha n xoMuyHe ortepe Epo ¢ oHola caujetua Jakosa ['0TOBLa.
[TpuxBatno je nnejy mpodecopa VMBaHa Baje ma xomrioHyje orepy Tipema
xomany Bugo (1892) Jarka BecenvHoBuha, y umjoj je mpamarusaumnjn
y4ecTBoBao [lparomup Bpsax, xoju ce crora cmarpa KoayTopoM. Ha ocHoBy
OBWX TIpedsioxaka, nnbpeto je cactaBuo JoBaH KowoBUR, KOMTO3UTODPOB
cvH. M3BoheH ca my3ukom JlaBopuHa JeHka, Hugo je Beh nmao ayr cLeHckmn
x1BOT. OBa ,CMKa U3 CEOCKOT KMBOTA Y TET YMHOBA C TIeBareM’, Kako
CTOjU Y TIOOHACNOBY koMapa, TpvBykna je KowoBrha He camo CBojoM
KOMWYHOM CTPAHOM, BeR M UOWIUHHWUM aCcTIeKTOM, & CBaKako U PealCTUHHO
OCMULIbEHUM IPaMCKUM 3arUleTUMa.

Y Cerayuma (xao vy Bugy) Mory ce mpaTuTu iBa OCHOBHa [pamcka
TOKQ, O[l KOjWX je jenaH Be3aH 3a Mianu map Jbybuiy u 31paBka, a Apyru
3a u3bope 3a ceockor kMmeTta. OBV TOKOBU Ce CjeIMibyjy Ha BPXYHLY Opame
-y V unHy xomaaa, ogHocHo y III unHy orepe. KommosuTop je cBoMm cvHy
JoBary KorboBuhy, peanTersy 1 MUCLLy, TIOBEPUO CaCTaBrbarbe TMOpeTa Tipema
xomany Becennrosuha v Bpsaka, naBuim My MPeTXonHo ofpeheHa yryTcTBa. Y
IpaMaTypLIKOM TIorely uckopuiiheHe cy MOryRHOCTW cTBaparba KOHTpacTa
Ha MakKpo-TUlaHy (pasnnuutt ambujeHT 1 atmocdepa y UMHOBUMA) W Ha
MVKpO-TiNaHy (repurietuje y II uvHy, 6p3 cnen norabaja y I wuny).

[TosHat Tipe cBera y CJIOBEHCKOM CBETY, Tl0jaM HapOAHe orepe
TOApasyMeBa MYy3UUKO-CLIEHCKO AeTI0 JIaKOor XKaHpa, ca CWKeOM W3 XXKUBOTA
cerbaka, y3 3HaTHe TpuMece KOMWKe, Yy HAapOOHOM IyXy W ca LUuTaTvMa
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HapooHvx Tiecama W wrapa. Kowosuhesu Cemauyu cy 3aucta CpopHw ca
HajuspasutujuM orepama Ttor tna — CopouuHckum cajmom Mycoprckor
n CmetaHvHoM [IpogaHom HesecWiom. Y tbuMa ce KOMOUHY]Y enleMeHTU
My31UKe IpaMe U KOMUYHe orepe ca Hymepama. Korosuh je mocebHo LieHno
Ilpogany Hesecily, Tako Lia He W3HeHahyjy w3BecHe CPOAHOCTU W3Mehy
nnKoBa Baiexa v Maxcuma, xao 1to n3meby [1Be orepe TocToje U CIIMHHOCTU
y TIOITlefly TpeTMaHa X0poBa W CacBUM peflykoBaHe yroTpebe najTMoTuBa. Y
CKJaZly ca HaMepHO CBe[leHOM J1ajTMOTVBUKOM, HAcTyTv Makcuma cy 1ecto
npaheHn caMo jeHOCTaBHWUM TIyHKTWPaHUM MOTMBOM, [HOK je JajTMOTUB
n3bopa “3pasuTujn, ca KapakTepUCTUHHUM MeTpoM (3+2+3 ocMuHe), 10K je
71ajTMOTVB JbyTHse (TTPBU TIYT Y YBEPTVPW, TTa y 14. Tipu3opy 11 uvHa) purMudxm
MapkaHTaH. YBepTupa CaipXku Heke TeMe W3 oriepe: TIpBa TeMa HaroBellTaBa
MOTUB U3 [ unHa (kana byceH maza y BaTpy), 0K je Apyra TeMa 3arpaBo avpcka
JhybrunHa Tema w3 2. pusopa 11 unHa, a youaBajy ce 1 Heke Apyre.

Moro orepe rnacu: ,0BO [I€N0 je MHCTIMPUCAHO BONKIIOpOM Koju,
TO MWLIbEHY KOMTIO3UTOPOBOM, HOCW Y Ce6W efleMeHTe MOLIapTOBCKe
ovjatoHuke’. Jlox je pamuo Ha meny, Kowosuhy je nebpeno Tmper ounma
ocTBapetbe Y KoMe he ce ,pacrulofnTyi Befpa, pexao 61X MOLApTOBCKU jacHa
IVjaToHUKA LIyManujckor CLeplio3HOr MOTMBA KOju je Beh ¢ TONMKO ycriexa
y pyxoeeTuma M3 moje gomosuHe Puxcupao CreBaH Moxparmsall.” lasbusa
nocetka y Be3n ca Cemayuma — o Mouapty y lymaanju — nonceha Hac Ha
YnbeHWLy fa ce Molapr, a XajaH roce6Ho, HUCY HUKazia MHOTO YAArbWIIu Of
XOPW30HTa HAPOIHE (ayCTPUjCKe) My3WKe W Aa Cy YMENU [1a U3 e U3abepy OHO
1ITO je BUXOBOM CTW1y HajBUlile OAr0Bapaslo, OOHOCHO OHO LITO MY je HajMare
ripoTviBpeunno. Komwosuh je mpeyseo camo [1Be HapofHe TecMe W3 JeHKoBe
mysuke 3a Buga: ,Ocy ce Hebo 3Besgama“ v Mwivh nne cTpaH4uMLIOM',
TPV 4eMy je 3a MpBY Of WX KOMTIOHOBAO HOBY Menoawjy. CKopo je jenHax
6poj HyMepa ,y LyXy“ HapomHWX Tlecama W urapa u OHWX Koje ce CIlyXe
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LUTaTVUMa, YINaBHOM crlobofHWje TpeTupanum. OcuM HaBeLleHe TiecMe U3
Jenxoor Buga (,Munvh...), KoMmo3nTop je KopucTuo v MokparsyeBe 3armce
n3 Byuetuhese 36upke (,06yKxyj ce, maio’, ,3a3Bexetaj, MpcTeHLmvjo”, ,Mima
Majka IiBe fieBojke”), MoxparsueBe coticTBeHe 3ammce (,CBe pakwjy, Tia pakujy,
,0j neBojko, haBone®), mecMe rosHate u3 Pykogettiu (,Ocy ce Hebo 3Be3nama”
w3 [Ipyre, ,Ana vmai oun” n3 Tpehe n ,Buumuunia pon ponuna“ us Ilete) n
‘Bophesuhese 3armce u3 36upke Cpiicke uipe 3a BUOAUHY.

Kao n y ppyrum cBojum oriepama, Kowosuh je oBpe mwcnuno
TIPBEHCTBEHO MEJIOAWjCKU, aln je Yy 3HATHOj Mepw pPacTepeTuo My3U4KO
TKMBO T[YCTOI KOHTPAryHKTa, WITO je TIOHeKad pe3ynTupano ,TBPAVM',
,OrOJbeHUM” 3BYKOM OpKecTpa. BoxanHa Menopuxa je peuutaTtwBHOr Twra
(ocuM Y HapoHUM HyMepama) 1 Y QYHKLIMjU je TICUXOTOLIKU PeanvcTUHKOr
TpefCTaBsbatba pajhbe.

Maxo mpucTyTavHor canpXxaja v CBeCHO YTpOLIReHOr 13pasa, orepa
Cemayu Hyije cTexna rortynapHocT Oxpugcke AreleHge — Hyije TiocTana Cpricka
IIpogana Hesecta. Pasnosu 3a To MOXAa NeXe Y CTPUKTHOj A0CTIeNHOCTU
C KOjOM je KOMIO3WUTOP TIPUMEHWO TIPUHLIUIME TPaHCTIOHOBara rnexcuja
,06UYHOT" TOBOpa Kajia je rpajiuo BOKaIHY MEeJouKY.

[Tlpemujepa Cemaxa ompXxaHa je 3. mapra 1952. rogure vy
beorpaackoMm HaponHom mosopwinry. [eno je pexwvipao Jocurt Kymywuwh,
a mvpurosao [lpenpar MwnoueBuh. Viore cy TymMauunu w3BaHpeAHU
neBaun: MupocnaB Yawranosuh ([aspa-Mapwuhko), Xapxo Lsejuh (lasna-
Cranojno), Crjerman Anppawenuh, y antepHaumjn Hparo Crapy (3npasko),
Yena JKapkosuh (Maxcum), Oparomup Hunkosuh (Munmh), Codwja Jarkosuh
(Jbybuua CraHojnosa), Munuia MunanuHosuh (ITetpa), Jbybuiia Jbybuunh
(PKnBaHa) 1 Bucepxa LiBejuh (Mapu+koBa xeHa).

Meautia MuauH
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Cera nHO To30puiTe, B8
Thybwi 10 )KviBaHa 1 [lparo

The Peasa National Thea?Q
Ljubica Ljul ana and Drago Starc

as Zdravko
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The Peasants
(Pido)

(1951)

*

A folk opera in three acts

Characters: Marinko (bass-baritone) and Andrija (tenor), the village masters;
Stanojlo (bass) and Jovan (tenor), peasants; Zdravko, Marinko’s son (tenor);
Maksim, Andrija’s son (tenor buffo); Mili¢, a village lad (baritone); Ljubica,
Stanoje’s daughter (soprano); Petra, her friend (mezzo-soprano), Zivana,
Marinko’s daughter-in-law (alto), Milisav, Radisav and Stojisav (a baritone and
basses), peasants; the village police officer (bass); Priest (tenor); three young
men (tenors); a fernale voice behind stage; an official (a silent character); Choir
and ballet: village boys and girls, peasants.

Time: The end of 19™ century

Scene: a village in Macva

56



&
\ g

*

Opera plot

Act 1

(Gathering at Spinning)

Boys and girls have gathered to spin wool. They show approval of the loving
couple Ljubica and Zdravko, and mock the ungainly wealthy Maksim who
expects to gain Ljubica’s hand in marriage by an agreement between their
parents.

Act 11

(Election)

The peasants prepare for the election of the village headman, determined to
vote for Andrija, Maksim’s father even though he is “dull” and “soft” because
they believe that they will be able to easily force him to execute their will. The
opposing candidate is Marinko, Zdravko’s father, a hot-tempered and “hard”
man who has already come into conflict with many peasants. He attempts to
persuade Ljubica’s father, Stanojlo, to vote for him and to influence the others
to do the same, and even implies that he is willing to ask for Ljubica to marry
Zdravko. Stanojlo seemingly agrees, but ultimately votes for Andrija like all
the other peasants. Peasants drink to the health of Andrija, and the cheerful
spirit is impaired only by Marinko passing by, upset because he was deceived.

Act III

(The fugitive)

Marinko vents his ire on his son Zdravko, forbidding him to keep seeing
Ljubica. Zdravko, hidden, observes the preparations for Maksim's proposal
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of marriage to Ljubica. He plans to kidnap the girl with his friend Mili¢ —
naturally, with her consent. The dramatic culmination occurs in scene 6 of
this act, when Marinko turns on his son for bringing a kidnapped girl. Zdravko
shows no fear before the father's wrath, but rather defies him with words
“I do not fear death!” Marinko is first astounded, and then thrilled — “He’s
just like me! An honest fellow! A herol..” After the reconciliation scene, the
contented Marinko manages to appease the offended Stanojlo who comes to
get Ljubica. The two fathers reconcile. The wedding is celebrated.

Cesmauu, 11 wH. HaponHo mosopwiure, Beorpan, 1952.

MwpocnaB YaHranosuh xao Maputko v XKapko LiBejuh xao CtaHojno

5 8 The Peasants, Act II. National Theatre, Belgrade, 1952
Miroslav Cangalovi¢ as Marinko and Zarko Cveji¢ as Stanojlo
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In Konjovi¢’s opera opus, characterized by the subject of fate, as well as
by its dramatic intensity of expression and psychological intensification of
the characters and situations, The Peasants come across as cheerful and
unburdened, like a kind of scherzo. There is a possibility that the composer
was encouraged by the post-war success of the ballet The Legend of Ohrid
[Ohridska legenda] by Stevan Hristi¢ and the comic opera Ero the Joker
[Ero s onoga svijeta] by the Croat Jakov Gotovac. He embraced the idea of
Professor Ivan Daja to compose an opera after the play Pido (1892) by Janko
Veselinovi¢, in the dramatization of which Dragomir Brzak took part, and is
therefore considered a co-author. The libretto for the opera was written by
Jovan Konjovié, the composer’s son. Performed as a play with music numbers
composed by Davorin Jenko, Pido already had a long stage life. This “excerpt
from village life in five acts with singing”, as the play was subtitled, attracted
Konjovi¢ not only with its comic side but also with its idyllic aspect and
certainly with the realistically conceived dramatic twists.

There are two basic dramatic plots in The Peasants (as well as in
Dido), one of which is related to the young couple Ljubica and Zdravko, and
the other to the election for the village headman. These plots are combined
at the culmination of the play — in Act V of the play, i.e. in Act III of the
opera. The composer entrusted his son Jovan Konjovi¢, director and writer,
to create the libretto after the play of Veselinovi¢ and Brzak, after having
given him precise instructions. In terms of dramaturgy, the possibilities of
creating contrasts on both the macro-level (different settings and atmosphere
throughout acts) and micro-level (turns in Act II, a quick course of events in
Act IlI) are used.
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Known primarily in the Slavic territories, the notion of a folklore
opera implies a musical stage piece of a light genre, with a storyline
concerning the life of peasants with substantial addition of comedy, in the
folklore spirit and with quotes from folk songs and dances. The opera The
Peasants by Konjovi¢ is indeed similar to some of the most outstanding
operas of such type — such as The Fair at Sorochyntsi by Mussorgsky and
The Bartered Bride by Smetana. They all combine the elements of musical
drama and comical opera with songs. Konjovi¢ especially appreciated The
Bartered Bride, which is why certain similarities between the characters of
Vasek and Maksim come as no surprise, as well as those between the usage
of choirs and the reduced use of leitmotifs. In accordance with the limited
use of leitmotifs, the appearance of Maksim on stage is often accompanied
by a simple underlined motif, while the leitmotif of the election is more
emphasised with a characteristic metre (3+2+3 eighths), and the leitmotif
of anger has a distinct rhythm (first introduced in overture and then in Act
II, Scene 14). The overture contains certain themes from the opera - the first
theme anticipates the motif of the Act I (when a turf falls into the fire), while
the second theme is actually Ljubica’s lyrical theme from Act II, Scene 2;
other themes are also present.

The motto of the opera was the following - “This piece is inspired
by folklore which, in the composer’s opinion, bears elements of Mozart’s
diatonic tonality”; and while he was working on it, Konjovi¢ had envisaged
a work which “would engender the cheerful, the clear Mozart-like diatonic
tonality of the Sumadija [region in Serbia] scherzo motif, one so successfully
established by Mokranjac in his collection From My Homeland.” The witty
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remark concerning The Peasants — about Mozart in Sumadija — reminds us
of the fact that Mozart, and especially Haydn, never wandered far from the
horizon of folk (Austrian) music and that they were able to choose from it
that which suited their respective styles best, or that which contradicted
them the least. Konjovi¢ took only two folk songs from Jenko’s music for
DPido - “Osu se nebo zvezdama” and “Mili¢ ide stranc¢icom’, and he even
composed a new melody for the first one. There is almost an equal number
of songs “in the spirit” of folk songs and dances and those using quotes freely.
Apart from the mentioned song from Jenko's Dido (“Mili¢..."), the composer
also used Mokranjac’s notations from the Buseti¢'s collection (‘Obukuyj se,
paso’, “Zazveketaj, prstendZijo”, “Ima majka dve devojke”), Mokranjac's own
notations (“‘Sve rakiju, pa rakiju”, “Oj devojko, djavole”), songs known from
the Mokranjac’s Rukoveti [choral suites for choir a cappella] (“Osu se nebo
zvezdama” from the first collection, “Ala ima$ o¢i” from the second and
“Vi$nji¢ica rod rodila” from the fifth Rukovet) and Djordjevi¢’'s compositions
from his collection Serbian dances for violin.

As in his other operas, Konjovi¢ primarily had melody in mind,
but he substantially relieved the music texture of dense counterpoint, which
sometimes resulted in a “hard” and “bare” sound of the orchestra. The vocal
melody is of the recitative kind (except in folk songs) and it serves to present
the plot in a psychological and realistic manner.

Despite its comprehensible content and deliberately simplified
expression, the opera The Peasants did not attain the popularity of The
Legend of Ohrid — it did not become the Serbian Bartered Bride. The reasons
for this lie perhaps in the strict consistency with which the composer applied
the principles for transposing the flexions of “ordinary” speech in constructing
vocal melody.
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The premiere of Peasants took place on 3 March 1952 in the
National Theatre in Belgrade. The piece was directed by Josip KulundZi¢
and conducted by Predrag MiloSevi¢. The parts were played by Miroslav
Cangalovi¢ (Marinko), Zarko Cveji¢ (Stanojlo), Stjepan AndraSevi¢ alternating
with Drago Starc (Zdravko), Ceda Zarkovi¢ (Maksim), Dragomir Ninkovic¢
(Mili¢), Sofija Jankovi¢ (Ljubica, daughter of Stanojlo), Milica Miladinovié¢
(Petra), Ljubica Ljubi¢i¢ (Zivana) and Biserka Cveji¢ (Marinko’s wife).

Melita Milin
Translated by Charles Robertson
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