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[IPOEYBEHNM APXHMB - Hosa mysuuka eguyuja

Panuo Beorpan, xoju je HamyHwo ocampeceT roagvHa paza (2009), n
Mysvikonount MHCTUTyT Cpricke axajemMuje Hayka WU YMeTHOCTW, KOju je
obenexxno esneceToronuitbu jyovej (2008), TIOKpeHYNU Cy 3ajemHUUKU
npojexar ,IIpobyheHn apxup‘. [IBe WHCTUTYLIMje Cy Tako YOpyXwile
TIpodecuoHanHe cHare, 3Hatba CBOjUX capafHUKa U 6pury 3a TpefCcTaBrbatbe
W TIoTynapucamwe Mysuke nomMahmx aytopa. ®owo-apxus Paano Beorpana
CBaKako je HajBeha U HajsHauajHWja 3ByuHa 36Mpka y 3emsbu U Meby
HajeehnMa y pernoHy. To je HalMoOHanHO nobpo TpPBOT pefa, YTpKoc
UMFEHULIM 1a CY MHOTOBPOjHU CTYAWJCKU CHWMLW CTpafjanu y Tiepuony
BEJIVKUX APYLUTBEHUX TIPOMEHA W TpaH3WLWje, TIoA TIPUTUCKOM Hemapa Win
3710HAaMepHUX ,TT03ajMULIa" TPajHOT KapakTepa. YTpKoc ToMe, y APXUBY Cy joll
YBEK CcavyBaHU MHOr06POjHU, jeIMHCTBEHU CHUMLIW, TIPe CBera Aiena AoMahunx
ayTopa u pomahux mn3Bobaya. CmMarpaMo 3ato na 6w wuxoBo 0bjaBrbUBatbe
TPefCTaB/balo  3HauajaH  [OTIPUHOC  advpMalmju  Xako — My3wykor
CTBapaslallTBa, Tako W KOHTUHYUPaHOT pa3Boja U3BohaiTsa y Cpouju.
[Tpunukom w36opa nena xoja he yhu y cepujy ,[Tpobyhern apxvs®
y3¥Majy ce y 063vp CBa CHUMJbEHA [lefla, a CeneKlpja ce BPLIL Ha OCHOBY
HUBOA M3BODera ¥ KBannTeTa cHumaka. Bepyjemo na hie HoBa 3ByuHa eauuvja
W joMahoj 1 MHOCTPaHOj jaBHOCTU OTKPUTK HOraTCTBO 3BYUHOT apxuBa Papmo
Beorpaza, a xpo3 tbera u Benukw 6poj Lena Cprickux KOMTO3UTOpa, Koja
Cy HaXarnocT Maso Tio3Hata He camo m3BaH Cpbuje, Beh w Hauioj nomahoj
TTy6IULIN U LIUPOj KYNTYPHO] jaBHOCTU.
Beolpag, maj 2009.
YpegHuya

3



 — M m—-——————

AWAKENED ARCHIVES - New music edition

Radio Belgrade, which celebrated its 80" anniversary last year (2009), and
the Institute of Musicology, which celebrated its 60th anniversary in 2008,
have started a new collaborative project ‘Awakened Archives. 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 soctal 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 ‘Awakened Archives’ 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
Editor

YV peanusalmjn OBOT W3Zarba, TIOCEOHY 3aXBasHOCT IyryjeMo HapopHom mosopuiuty y
Beorpazy w ITo3opuiHom Mysejy Cpbuje Ha YCTYTUbEHOM BU3YENTHOM MaTepwjaiy, Kao
v mipod. ap ywany VMearuhy ca ®vnonouxor daxynreta y beorpagy, Ha nparoLeHnm
caBeTUMa 1 TIoMohu TIPWIVKOM TIpeBofia TecaMa bHype Jaximha Ha eHrneckut jesuk.

VcTpaxxuBayku pap je 0baBibeH y OKBUPY TIPOjeKTa Koju duHaHcupa MWHUCTapCTBO Hayke
Pertybnuke Cpbuje, mpurpemy u3aatba TOMOITIO je MWHMCTApCTBO KynType Perty6nuke
Cpbuje, a wrrammarse cy omoryhmnm @onp 3a Hayurn pan CAHY 1 3aBop 3a yiibeHuke.



ELUQHO]AO Pczjuwzu??{

CraHojno Pajuuuh (Beorpap, 16. XII 1910 - Beorpag, 21. VII 2000),
KOMTIO3UTOP W MYy3WUKW TIeLaror, CTyAWPao je KaBup W KOMMO3VULWY Y
[Tpary (1930-1935). On 1937-1940. mpenaBao knasup y Mysuukoj uKonu
,CTarxoBvh”, y Cpenroj 1mkonv Tipyn My3unukoj AxamemMuju n 61o capagHvk
Panvo-Beorpapna. On 1940. mo meH3noHucarsa 1977. TipenaBao Teopwjcke
TpenMeTe W BOOWO KJlacy Komrosuuuje Ha Myswuxoj akanemuju. [onuxe
1950. n3abpaH 3a mormcHor, a 1958. 3a penosHor unava CAHY, cexpetap
Onerberba NMUKOBHE U MY3UUKe YMeTHOCTW U unaH [lpepcennviutea CAHY
(1964-1999). IToxpeHyo je becratHe KoHliepTe y [anepuju CAHY, 3anaxyhn
ce 3a adupmauunjy mnagux TaneHata (1982). Hocunal je MHOrob6pojHux
Harpana, mMehy xojuma Ceamojyncke 3a >XMBOTHO Leno (1968), Xeprnepose
(1975), Byxoge (1986), xao 1 Ba opaeHa.

Heaa (n360p):

opkecttiapcka: 6 cumdoHnja; 5 cumdoHnjckmx ToeMa, Bapujayuje 3a cumo.
OpK,; YKyTHO 11 KOHLepaTa — 3a KNaBwp, BUOIWHY, KJ1apVHET, BUOJIOHYEO,
darot; kamepHa: 2 rynavka kBapreTa, CoHallia 3a BUOTIMHY U KNaBWp; 5 coHaTta
W 4 CBUTe 3a KJaBWp; My3U4KO-CLieHcKa: 4 ottepe (Cumoruga, Kapahophe-Ceme
31a; [THesHUK jegHol Aygaka, Bere Hohu); 4 6arneTa; BOKAAHOUHCTUPYMEHTUAAHA:
1 xaHTarta, 4 Lukyca recama 3a I71ac U OpKecTap; Bulle LiMKJlyca conorecama
3a [71aC 1 KJ1aBup.
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sStanojlo Rajicic
Stanojlo Raji¢i¢ (Belgrade, December 16, 1910 - Belgrade, July 21, 2000),
composer and music pedagogue. Studied piano and composition in Prague
(1930-1935). From 1937-1940 he was a piano teacher in the Stankovi¢
music school, and in the High school of the Music Academy, and was an
associate of Radio-Belgrade. From 1940 to the day he retired in 1977, he was
a professor of theoretical subjects and composition at the Music Academy.
In 1950 he was elected as corresponding member and in 1958 a regular
member of the Serbian Academy of Science and Arts (SANU). From 1964 to
1999 he was Secretary of the Fine Arts and Music Department and member
of the Presidency of SANU. From 1982 he launched free concerts in the
Gallery of SANU, promoting young talents. He was the recipient of numerous
awards, amongst which the Seventh of July award for his life’s work (1968),
Herder’s (1975), Vuk’s (1986) and others, as well as two decorations.
Works (a selection): orchestral: 6 symphonies, 5 symphonic poems, Variations
for a symphony orchestra; in total 11 concerts — for the piano, violin, clarinet,
cello, bassoon; chamber music: 2 string quartets, Sonata for violin and piano, 5
sonatas and 4 suites for piano; musical-stage: 4 operas (Simonida, Karadorde—
Seed of Evil, Diary of a Madman, White Nights), 4 ballets; vocal-instrumental: 1
cantata, 4 cycles of songs for voice and orchestra; a number of cycles of solo
songs for voice and piano.
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CD1
CUMOHUIOA

ouepa y jegHom UuHy

[Tponor 2:29
CueHa [ 2:47
CueHa I 0:34
Cuena III 3:26
CueHa [V 6:59
CueHa V 8:06
CueHa VI 2:14
CueHa VII

YxymHo Tpajaree CD1: 44:05

CumboHmjcKn opKecTap
n xop Pagno Tenesuswuje Beorpan

IvipureHT:
Oyuian Munaauxosuh

Conuerw:
JXuBaH Capamanguh, 6ac
Kkpass MuaywwiuH

Bjepa MupaHosuh-Muxuh,
compaH
kpasuya CumoHuga
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Huxona Mutuh, 6apntoH
utyman Jaxuro

Jenena BnaxoBuh, ant
Teogopa, Kpa/oesa CHaxa,
CtiepaHrosa xeHa

MuneHa Kutuh, Metiocorpan;

AHa JoBaHoBuh, compaH
uaxesu

PapoBaH ITomoBuh, TeHop
upsu OparyuckaHay,

Hosax I'pe6bocTpex, 6apnToH
80jB80ga

I'mjom Apam, 6apuTOH
Hagbuckyl bapcku

gpyTu OpaHyuckaay, 6apuToH:

Mwuppar ITetpoBuh, 6apuToH

Bpanumup JoBanosuh, 6ac

JKvuBojuH Rupwuh, 6aputoH

CHuMIbeHo: 22. Maja 1992. rogvHe
(TO 21523) CTEPEO AAD

CD1
SIMONIDA

Opera in one act

Prologue (1) 2:29
Scene I (2) 2:47
Scene I1 (3) 0:34
Scene III (4) 3:26
Scene [V (5) 6:59
Scene V (6) 8:06

Scene VI (7) 2:14

Scene VII (8) 17:27

CD1 Total duration: 44:05

Radio-Television Belgrade
Symphonic Orchestra

Conductor:
Dusan Miladinovié

Soloists:

Zivan Saramandié, bass
king Milutin

Vjera Miranovié¢-Mikié,
soprano

queen Simonida

Nikola Miti¢, baritone
Chilandar prior

Jelena Vlahovié, alto
Teodora, the king's daughter in law,
Stefan’s wife

Milena Kiti¢, mezzo soprano
Ana Jovanovié, soprano
two pages

Radovan Popovié, tenor
First Franciscan

Novak Grebostrek, baritone
duke

Guillaume Adam, baritone
archbishop from Bar
Second Franciscan, baritone

Miodrag Petrovié, baritone
Branimir Jovanovi¢, bass
Zivojin Cirié, baritone
Recorded on 22 May 1992

(TO 21523) STEREO AAD
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CD2
CUMOHUIOA

oliepay jegHOM YUHY (Hacliasak)

Cuena VIII
CueHa IX
CueHa X
CueHa XI

Tpajarce: 39:45

YKyTHO Tpajarbe ortepe: 1h 23’ 50”
CvmboHMjcKI opkecTap

n xop Paavo TeneBuswje Beorpan

IvpureHT:
Oyuman MunaguHosuh

Conueru:
JXuBaH Capamanauh, 6ac
Kpase MuayliuH

Bjepa Mupanosuh-Mukuh,
coTpaH
kpasuya CumoHuga
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Huiona Mutuh, 6aputon
utymaH [anuro

Jenena Bnaxosuh, ant
Teogopa, Kpasesa CHAaxd,
CitlepaHosa xeHa

Munena Kutuh, meliocompar;

Ana JoBaHoBuh, compax
uaxesu

PapoBat ITortoBuh, TeHop
tpsu OpanyuckaHay,

HoBax I'pe6ocTpex, 6apnToH
80j8oga

I'vjom Apam, 6apuToH
Hagbuckyl bapcku

gpyTu @panyuckaHay, baputoH:

Mwuppar IerpoBuh, 6apnToH
Bpanumup JoBanoBuh, 6ac

JKuBojun Rupwuh, 6aputoH

CHuMIbeHo: 22. Maja 1992. ronvHe
(TO 21523) CTEPEO AAD

CD2
SIMONIDA

Opera in one act

Scene VIII (1) 4:03
Scene IX (2) 15:21
Scene X (3) 3:20
Scene XI (4) 7:58
Scene XI; Finale (5) 9:01

Duration: 39:45
Total duration of the opera: 1h 23’ 50”

Radio-Television Belgrade
Symphonic Orchestra

Conductor:
Dusan Miladinovié

Soloists:

Zivan Saramandié, bass
king Milutin

Vjera Miranovié-Miki¢,
Heojsiciple

queen Simonida

Nikola Miti¢, baritone
Chilandar prior

Jelena Vlahovié, alto
Teodora, the king's daughter in law,
Stefan’s wife

Milena Kitié¢, mezzo soprano
Ana Jovanovié, soprano
two pages

Radovan Popovié, tenor
First Franciscan

Novak Grebostrek, baritone
duke

Guillaume Adam, baritone
archbishop from Bar
Second Franciscan, baritone

Miodrag Petrovié, baritone
Branimir Jovanovi¢, bass
Zivojin Cirié, baritone
Recorded on 22 May 1992

(TO 21523) STEREO AAD
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CD2
HA JTUITAPY

Lukayc Uecama
3a bac u opkeciuap,
Ha ctuuxose Bype Jakwuha

1. [Injem (6) 2:02
2. CriomeH (7) 3:32
3. Moja Munka (8) 1:41
4. Beue (9) 5:02
5. TToHoh (10) 8:20

Tpajame: 20:44

YkyTtHo Tpajaree CD2: 1h 00’ 29”
CnoBeHauxa pwixapMoHuja
IvpureHT:

Camo Xyb6an

Conucra:
Mupocnas Yanranosuh

CHUMIbEHO: jaHyapa 1967. ronvnHe
(TO 6561) MOHO AAD

CD2

ON LIPAR

Cycle of songs

for bass and orchestra,
lyrics by Pura Jaksic¢

1. I drink (6) 2:02
2. Memory (7) 3:32
3. My Milka (8) 1:41
4. Evening (9) 5:02
5. Midnight (10) 8:20

Duration: 20:44
CD2 Total duration: 1h 00’ 29”

Slovenian philharmonic orchestra

Conductor:
Samo Hubad

Soloist:
Miroslav Cangalovié

Recorded in January, 1967
(TO 6561) MONO ADD

Cumonwvaa, Beorpan, HaponHo mo3opwiire, 1968. CueHorpaduja: Bnanumup MapeHwh.
1 4 Simonida, Belgrade, National Theatre, 1968. Scenography: Vladimir Mareni¢
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Cttio ToguHa 0g pohewa

u gecetll T0gUHA 0g CMpTIU
KOMUO3UWOpPA:

CiuaHojao Pajuuuh (19102000

[TyHvx CTO rofvHa TpoLIo je of pohersa xomrosnTopa CTaHojna Pajuuunha,
YMjU Cy CTBapare W YKYTIHA [e/laTHOCT Ha TUlaHy My3uKe OCTaBWIU BeoMa
ny60K Tpar y Cprickoj W jyrocnoBeHcKoj kyntypu XX Beka. [leceT ropuHa
TIPOLLJIO je W Of 4aca y KOMe je KOMTIO3UTOP HAryCTUO 0BO3eMasbCKU TUIaH,
OCTaBVBLIM 3a COBOM Yy TOj MEPU 06UMaH U PasHOBPCaH OTTyC, A je CacBuUM
jacHo 360r Yera je 3a XUBOTa 60 CMATPaH jeAHUM Ofl HALWX HajaKTUBHUjUX
W HajTIPOAYKTUBHUUX MY3VUKMX CTBapasala. Buiue op Tora, carnepaHa y
InjaxpoHunju, PajuuvhieBa Mysuuka 3a0CTaBLITMHA TpeLCTaB/ba yBeprbUB
LOKYMEHT 0 BUTHWM KopalMa Koje je cpricka yMeTHUHKa My3nka XX Beka
— cnefefw y cTomy Xof W CMeHy TIONUTUUKWX, WAEONOWKNX U YMETHUYKNX
3axTeBa ApPYLITBEHE UCTOPWje — Y4MHWIIA Ha CBOM KPUBYAABOM TIYTY YK/aTarba
y LIMpe, eBPOTICKE U CBETCKE TOKOBE.

Cyctuhn EBpory W OpXaTu ce TeMesba eHe KynType, LaTu
HalMOHA/IHOj MYy3WLM OHO LWITO je CTULIajeM HETOBOJbHUX WCTOPUjCKUX
OKOJIHOCTW 6WJI0 TIPOTTYLITEHO Y TIPOLIIOCTU, BUTW CaBpPEMEH, a OTIET, U TIpe
cBera, butliu u octlatliu CBOj Y COTICTBEHOM A06Y — TO cy 6unun n ocTanu
KJbYYHW MOTUBU U KOHCTaHTe PajuumnheBor cTBapata, 07 BpeMeHa HeroBUxX
TIPBUX CaMOCTJIHVX KOMTIOSUTOPCKWX TIOKYLIaja, TIPEKO eTarie caspeBarba
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YMETHWUKOT TOBOPa, CBE [0 TIO3HWX OAWHA, Y Kojuma je, He mpecTajyhm na
KOMTIOHYje, U3 TTO3VLIKje UCKYCHOL 1 OLTPOYMHOI KPUTUHApa erioxe, HEPEeTKO
YTI030paBao Ha cnaboCcTU U MaHe OfHOCa 3BaHWUHe KYNTypHe TIONWUTVKe, ann
v M1abvix Konera, rpema 3aTeveHoM Hacneby: ,Kon Hac, HaXanocT, yMeTHMK
He Mopa [ia yMpe ... fa 61 BUAeo Iie My je MeCTo W LiTa 4eka HberoBa Aena
xaza byny ocraBrbeHa cama cebul”, KOHCTaToBao je 6PUTKO Y jeAHOM UHTEPBjYY
1992. ronuHe, TowTo je Beh 610 3allao y AeBeTy LeLieHWjy XWUBOTA.

JetieHnje PajuivtheBor HeyMOPHOT KOMTIOHOBaa, e AAroLIKOr pasia
W IVHaAMWYHUX aKTUBHOCTW Y CPTIcKoj akaZieMuju Hayka v YMEeTHOCTU bule cy
10 TIO4eTKa [leBefleCTUX FOOUHA OBEHUaHe CBUM Haj3sHauajHWjUM OpXXaBHUM
W TIPECTWXKHUM MebyHapoOoHWM TIpU3HawUMa W Harpajama. Hberoso ume
je Beh Taga 6wno TpajHO ybesnexeHo Yy UCTOpPWjy CPTICKe W jYTrOCTiOBEHCKE
My3ViKe TPOLIJIOL BeKa, Kao LUTO je — MOCPeACTBOM PEHOMUPAHWX MHOCTPaHWX
JIeKCUKOrPadCKUX U EHLIMKIIOTIeAVjCKVMX U3Aarea, 6WII0 TIPU3HATO U Y CBeTY.
3axBasbyjyin LPTV INUHE YTIOPHOCTK, anu U YTULIRJHOCTU TT010XKaja, Pajuumnh
je TpuTanao MasobpojHOj IPYTM CPTICKUX KOMTIO3UTOpa KOjWu Cy Cce MO
TIOXBa/IMTW Aa Cy Takopehu cBe LITO Cy KOMTIOHOBaU WMasnu TpWInKe na
4yjy y v3BobersuMa Bojehux goMahmx u rocryjyhux vHOCTpaHWX COIMUCTa
W aHcambana y 3eMsbi, Kao U [a je HuxoBa Mysuka 6wmia TpoMoBUCcaHa Ha
MebyHaponHoj cleHu. [lapTUType meroBux HajsamaKeHwjux Komrosuiunja
Takohe cy 6wie aXypHO W y30pHO TTy6IMKOBaHe, Y3 3HauajHe My3UKOIIOoLIKe
MoHorpaduje 1 cTynvje, xao n HebpojeHe Harce y wTamrv. CBe cy To AaHac
IparolieHn M3Bopu 3a 6Gynyha mpoy4aBarba erioxe MOAEPHW3Ma Y CDTICKOj
MYy3ULVL

Huje HeobuyHo To 1wTo je CtaHojno Pajuumh, Kako je 4ecTo UCTULAO,
,O0YBEK 3aBUAE0 C/IMKapuMma: jep, Cfiuka OCTaje 3ayBeK, a My3uKa HecTaje
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C TIOCTIeLFUM U3BELEeHVM akopnoM.” MHorobpojHa M3Bobetba He camo
PajuunheBunx, Beh 1 nena opyrvx, He Marbe 3Ha4ajHUX CPricKMX KOMTIO3UTOpa
XX Bexa, Beh Oyro, naraHo, ann CWUIYPHO WIIYe33aBajy Ca XOPU3OHTA,
onnasehn 3ajemHo ca ceharsMMa [laHac CBe ManobpojHUjUX yyecHuka u
ceepfoka. Y mopebewy ca obumom PajuunheBe mponykimje, 6poj HeroBvx
KOMTTO3ULIMja 06jaB/bEHNX Y 3BYUHUM U3[armuUMa CKopo je cumbonnyaH. Tome
ce TIPUIDYXYje W UMbbeHULa fia Cy TW ycaMJbeHw TIpUMepLM — onabpaHa
CBELIOYAHCTBA 0 YMETHUYKOj MYy3ULIM C OBUX TIPOCTOPA Ttocsie [Ipyror CBeTCKor
paTa, OCTBAPEHW Ha JIOHI-TUlej TU104aMa, Y TEXHOJIOUIKOM TIorlefly iaHac Beh
CaCBUM TIpeBa3nbheHOM U HaryLITEHOM MefWjy.

Y caMm CyTOH >XWBOTHOI W KOMTO3UTOPCKOr Tpajama, CTaHojno
Pajuumnh noxnBeo je 3aoBosbCTBO Aa 1998. rogvHe CBETIOCT LaHa yrnena
TIPBU KOMTaKT OUCK ca M3bopoM IiBa of “eTUPW, Kako je BEpOBAao, Herosa
Hajycrienuja nena. Papoct xomrio3utopa 6wia je TuM Beha, jep cy ConmcTkuibe
y I xaasupckom v II BUOAUHCKOM KOHUepily Owie y TO BpeMe BpIO
mJlafe yMeTHULE — TMjaHuCTKvba JInanja Busjax n BnonvHucTkuiba TujaHa
Mwunowesnh (PGPRTS, CD 430833).

Ca oBMM M3pareMm, W OHa Ipyra fBa ,Hajycrienvja“ Pajuunhena
Iena — UuKiyc mecama ¢ opkectpom Ha Jlutiapy w omepa CumoHuga —
LOXVBIbaBajy CBOjy ,HOBY mpemwjepy” y XXI Beky. O6jaBsuBareM OBUX
IIUCKOBA, U3[aBauu TIOCXTYMHO WCTyHaBajy W ,MOCTIeAwY JXelby ayTopa‘.
,CumoHuga je Moja Hajycrenuja orepa‘, pekao je Pajuunh 1992. ropuwe.
,bvna je jour xpajemM 1liesfeceTMx TOOUHA CHUMIbeHa 3a TeneBusujy u
Panno Beorpag, anu cy cHumim yop3o 6wnm nsbpucanu. To je bwia jeavHa,
He cpricka, Beh jyrocnioBeHcka orepa Ywju CHUMLIU HUCY 6WIM OOHOBILEHW.
Wsrnena, mehymm, fa he Teneeuswja Beorpas UCpaBUTU Ty Ipeliky. Anw,
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LIOK CHVWMatbe He byIie 3aBpLIEHO, He XEeNIUM TIpeBuLIe fa ce HanaM. ['pelika je
6una UCTpaBrbeHa: TOHCKO CHUMare TIociefitbe Bep3vje CUMOHUIE YCTTELTHO
je 3aBpiieHo ToveTkom 1993. romwHe, Beh 17. ¢pebpyapa Ha Il mporpamy
Panuo Beorpapa ycnenuna je v panujcka mpemMujepa, anv Lo TeneBusujcke
ananrauyje Hukana Huje pouno. C 0BUM 3BYYHUM u3pareeM, Pajuuvihena
CumoHuga TPajHO U3parba U3 TWlMHe borate pwsHuile Apxuea Paawo-
Beorpana v ynasu y ckpoMHy 1o 6pojy, anu He ¥ 3Ha4ajy, 3By4HYy aHTOTOIvjy
CPTICKOT OTIePCKOr CTBApaslallTBa.

(7~ 9 117141 “¥
CiiaHojro Pajuuuh
Kao ouepcxu KOMUO3UWOP

Ca cBoje yKyTHO u1eTupw oriepe — CUMOHUGOM, W TPV TeNeBU3WjCKe OTiepe:
Kapahophem, Tj. CemeHom 3Aa (rpemMa apamu MBara CtyneHa, 1977), MoHo-
ortepom THesHUK jegHOT Aygaka (mpema Loromy, 1981) n Beaum Hohuma
(mpema HoctojeBckom, 1985) — CtaHojno Pajuuvh ce adupmucao xao jenaH
O} PETKUX CTBapaslalla CBoje, anu v Mabux reHepaiinja, Koje reHepanHo nowt
CTaTyC HalMOHaJIHe OTlepe Ha TTO30PULIHOj CLIEHW Y APYToj TIONoBUHK XX Beka
HWje obecxpabpuo y HamMepw 1a KOPTTYC CaBPEMEHOT OTIEPCKOT XKaHpa YTIoTITyHe
W oborare HOBUM TIpwiio3uma. 3a MHore PajuinheBe caBpeMeHuke, Koju cy ra
TI03HABAJIW TIpe CBera Kao T10AHOT CUMPOHUHAPa, MajcTopa KOHLIEPTAHTHVX U
KaMepHMX UHCTPYMEHTATTHUX 067VKa, HEeroBO [YTOrOULLILE OTIPENeTberse 3a
CBET OTlepe TPefCTaBsballo je, ¥ HEKY PYKy, U3HeHabewe. 3a camor Pajuuvhia,
mehyTum, orepa je 6una He camo TEpeH Ha KOMe je MOrao nia 0CTBapu
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CVHTE3Y CBOjWX UCKYCTaBa Y PasHONUKVM TIOOPY4j“Ma KOMTIOHOBara, Beh je
TIpeACTaB/basia v KpyTiaH CTBapajia4ku U3as3oB.

Mnahu «xonera, cnepbenvk w capapHvk [letpa Kowosuha -
HECYMMUBO  Haj3HAYajHWjer CPricKor  Orepeckor Komriosuropa, CTaHojno
Pajuuvh je mMenvjem orepe TIpBW TIyT 6W0 TIPUBYYEH TIOHETKOM TIE[ECETUX
ronvHa, y noba y xome cy Kowosuhesn Kues og 3ettie (1927) n Kowtiana
(1931), xao n Cytton (1925) CreBaHa Xpuctvha, Beh wManu craTyc
330KPYXXEHUX CTWICKMX BPeOHOCTW, 03HaudaBajyhn [ocerHyTte ecreTcke
BPXYHLIe HallMOHanHe OTiepcke TIPOAYKLIMje TIpBe ToNoBWHe croneha. Lpta
mparMaTM4yHOCTU Koja je orpedersuBana MHore Pajuuunhe opnyke pa
TIPUCTYTIU TIOTTYHaBary XaHPOBCKWX TIPA3HUHA Y [1e/1aTHOCTU TIPETXOAHUKA
— 3axBaJbyjyiu 4eMy Cy HacTam TIPBU LIMKJIyCU COTloTiecama C OPKeCTpOM,
KOHLIEPTU 32 KJ1aBUP, KJ1aPVHET ¥ BUOTIOHYET10 Y CPTICKOj MY3WLIX — HECYMHUBO
je yxasana KOMro3WUTOpy W TyT Ka orepu. Fako KOMMO3UTOpcKa AenaTHOCT
[Terpa KomwoBuha Huje jewaBana Hu y Tiepunony Tocie Lpyror cBeTcKor para,
TIOrOTOBO He Ha My3uuKoclieHckoM Torby (Cempauu, 1951; Otiaybuta, 1960),
CtaHojno Pajuunh je cMaTpao CBojoM IUHHOM, aKo He U 0baBe3oM reHepalivje,
Ila Ce HALIMOHAJIHU KOPTTYC CaBpeMEHe oTtepe 060TraT HOBUM [IefIUMa.

Hacrarky CumoHuge TpeTXOOWIO je MHOrO KOpaka, Kao ITo je
Ioyr 610 W TyT caMor Aena of TMPBUX CKWlIa [0 0OBe, AePUHUTUBHE Bep3uje
TpefCcTaBbere Ha CHUMKY. Ha myTy xa CumoHnugu, jenHy of KJby4HWX ynora
OOVIPao je LMKyc conortecama ¢ opkectpoM Ha Jlutiapy, a To je camo jour
pasjior Bulle Nia ce YKPaTKO OCBPHEMO Ha ofabpaHe, 3HauajHe MOMEHTe y
Pajuumnhenoj ymeTHWUKO] Brorpadujn.
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Maro wra je y Mnaganayxoj buorpadujn KoMmo3nTopa MO0 HAaroBeCTUTU [1a
he ce Crarojno Pajuunh y 3penoj etamm pana MOCBETUTU TIOAPYYjY My3uHKe
cuere. Pajuuunh je y cBET My3uKe yLIao ¢ aMObULMjoM [a TIOCTaHe TIMjaHICTa.
YV ToMe je umao cBecpiHy Tonpliky Tpodecopke knasupa Pyxe BuHasep,
Koja ra je oxpabpwia Aa joll Kao MaTypaHt [II Mylike rumHasuje mpupenm
KOHLIEPT CBOjWX TIPBUX koMTosutija (1928). Huje 6uno 6e3HauajHo To 11T0 je
0 TOM KOHLEpTY y 6eorpanckoj Wramrm, CBe KopucTehn ce cymepnaTuBuMa,
W3BECTUO HUKO Apyrn fo CraHucnas BuHaep, anvt Huje 60 HU DOBOTBHO
na ce ucnyHu PajuunheBa mpumapHa Xema na y [lapusy, ¢ Ap>XXaBHOM
CTUTIEHIWOM, TIPOZYXMW cTyavje xnasupa. Onnasax y I1par, xoju 6u 3a MHore
FEeroBe TPEeTXOOHVKE U CaBPEMEHMKe 3Ha1MO OCTBapeme CHa, 3a Pajuuunha je
610 TeK ,yTelliHa Harpaza“.

Texxuiute weroBux Tpalikux roguHa (1930-1935) ocrtano je
Ha cTyovjaMma knaeupa (knaca Becenwja, llume n Xodmajcrepa), 1ume
TMjaHucTUYKe ambuiije mnapor Pajuuuha Hucy 6une UcTtyweHe 0 Kpaja:
TIpe HO ITO hie KOHaYHO OAYCTaTU Of KOHLIEPTHOT TIOAWjyMa, OH he OTTyToBaTH
wn y Bey, Ha ycaspuiaBamwe Kon BysoHwjeBor yrmenHor yyenvka Banrepa
Kepitbaymepa (1936). 3a moTotbe TiyTeBe PajuuuheBe Kapujepe, Tokasasno
ce, MebyTvM, fia Cy MpefCcyoHU 3Ha4aj UMarna YrpaBo OHa 3Hama U UCKYCTBa
Koja je CTULIA0 Kao CTYAEHT KOMTIO3ULIMje, Hajripe Ha MpalikoM [p>XaBHOM
KoH3epBaTopujymy y xnacv Pypnonda Kapena (1930-1934), a 1oToM U Ha
MajcTopckoj wikonu kon Joseda Cyka (1935). He 6e3 oTropa HUTV 6e3607HO,
Pajuunh ce mpvikbyuvo Tapa BopehuM waejama CBoje reHepallvje Koja ce
CBe CMenuje 0TUCKUBaa 0ff POMaHTUYapcKe TpaauLvje v Tparasia 3a HOBUM,
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caBpemMeHuM TiyTeBUMa. CaMo jepad mornen Ha Pajuuunhesa, a v Ha Opyra
TIpallka OCTBapeta Herosux konera ns Cpouje — Jbybuie Mapuh, Bojucnasa
Byuxosuha, OparymvHa Yonvha, kao v Hewrto mnaber MwnaHa Puctvha —
YBEPIbUBO OBOPYL O OLJIYHHOCTU Ca KOjOM CY OBV MJ1aZit KOMTTO3UTOPY He CaMO
CMEJI0 UCKOPaYWIN U3 CTWICKUX OKBUPA CBOjUX TIPETXOAHUKA Y 3eMJbU, Beh
W TIOTTTYHO HATTyCTUIIN CBE OHE TUTTUHHE, BOKaJiHe U BOKAJIHOUHCTPYMEHTaHe
JKaHpPOBe KOj¥ Cy UMHWIV TEMETb HALIMOHAJIHe TpaauLinje Y TIPBUM AelieHnjama
XX Bexa.

3aucrta, ns mepcriekTviBe Pajuunheror mpauuxor onyca (Kaasupcku
wipuo, 1934; Veepwiupa, 1934; IIpsa cumdoHuja, apuruiomckn pan, 1935)
HO, joul y BeROj MepU U3 TIepCrekTvBe HU3a UHCTPYMEHTANTHVX KOMTO3ULLja
HacTalvx To MoBpaTkKy y beorpap (1937), y xojuma je Pajuuvth no xpajisux
Tavaka pafuKann3oBao CBOj UCKOPaK y HOBO (HMp. CoHallia 3a BUOAUHY U
Kaasup, 1938; nBa ryaavka xBapreta, 1938. n 1939; opkectapcka Parconuja,
1939), HUKO HUje MOrao HacJyTUTW ca KONMUKO he ce enaHa u eHTy3wjazmMa
Pajuunh xacHuje, xana je Opyru cBeTcku pat Beh 6W0 3aBpLIEH, OTUCHYTU
Ka ToApyYjy BoKanHe nupuxe, cumooHwjckor Lied-a, Hajsam w omepcke
cueHe. [ToHajMarbe ce TO MOITIO HACIYyTUTU U3 PajuunheBnx mpenpaTHvX,
ycamJbeHUX U3neTa y cBeT conoriecMe. Hberoea mpBa obpaharba rbynckom
I71acy, y LMKIlyCMMa Ha eKCTTPECUOHUCTUYKe cTuXoBe CTaHucnaBa BuHaBepa u
Anre Bornvha (YyBapu cBeta, 1938; Jazz, 1939, JeceH, 1940), 6una cy, mpema
peunmMa Brnactumupa Ilepuuunha, ,cympoTHa cBuM Tpaguivjama Lied-a —
BOKaJHa fleoHWLia 6e3marlo je busa MHCTPYMEHT Unja je jeinHa CcrielinduyHoCT
6Una To UITO JOHOCK TEKCT,

Mebytvm, 3a motowu PajuunhieB TyT ka orepw, MHOAWKATUBHO je
6WJ10 TO LITO Cy HAjPaHWj1 CUMTITOMM TIPOMEHE CTWICKE TTapaiurMe, Y 3Hauemy
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YKYTIHOT ,MOBPaTKa HALMOHANHOj TpaauLMjn®, HACTYTUAN WCTOBPEMEHO Ca
AyTOPOBUM TIPBUM 3Ha4ajHUjUM CYyCPETOM Ca TIOAPYYjeM Mysuuke ClieHe. ¥
TMTary je, onylie, buna mysuka 3a 6anet (ITog 3emmowom, 1940), Koja, TPy TOM,
OCUM pajnjcke 1 KoHlepTHe Tipemujepe (1940. n 1941), Huje HU noxuena
CLIEHCKY peanusauujy, anu je Pajuunh, yBaxkaBajyhvt oxBanHe peun KpuTvke,
kao n pobap pvijeM kop Tybnvike, y caMo TipefBeyepje LIpyror CBETCKOr paTa
Beh 3Hao KojuM ,HOBUM" cTazama Tpeba Aarbe KpeHyTU. TOKOM paTHWX rofuHe
cacBuUM ce 610 TIOBYKao W3 jaBHOT XXMBOTA, ajlVt je UHTEH3WBHO KOMTIOHOBAO.
3a Pajuuvtha - 6ymyher omepckor KOMTiosuTopa, TiocebHo je 1o 3HauajaH
pan Ha jowr Tpu 6aneta, LUMKIycy CUMQOHWjCKMX TIOEMa WMHCTIMPUCAHWX
HaponHoM Toe3njoM (3ugarve Ckagpa, Cmpili majke Jytosuha, Mapio iiuje
y3 pamasaH suHo v Maau Pagojuya, 1942), Ha HEKOIULIMHU cooTiecama
Y Ha My3uLM 33 MenofpaMme, WITO je CBe 3aje[HO DE3YNTUPAJI0 3HAUajHOM
aKyMynalmjoM UCKycTaBa HEOTIXOAHWMX 3a TIPUCTYTL TIOAPYYjy My3UHKOr
TeaTpa. TepeH 3a MpBe cuMPOHMjcKe BoKasnHe LIMKIlyce Y CPTICKOoj My3uLm 1o
je TIpUTIpeMJbEH: TIOHETKOM TieIeCeTUX FOAVHA, jeflaH 3a APYTUM HacTajy Tpw,
Tpema OLieHU CTpyYHe KPUTUKe, Beoma ycriena PajuunheBa BokanHa Lukiiyca
— Yetnpu miecMe Bpanka Papuuesunha, 3a Bucoxwt mac (1950), Ha Jlutiapy,
3a bac (1951) n Jlucje xywiu, 3a 6aputoH (1952). OBU LIMKIYCU UWHWIN Cy
[OCTOjaH TaHAaH ayTOPOBUM He Matbe aTPaKTVBHUM KOHLIEPTAaHTHUM fienvMa
W3 ucTor nepvopa, Mehy Kojuma cy Beh crioMmeHyT II suoAuncku (1948) n
III kaasupcku KoHuep (1950), mocebHO YCTElHO [0Ka3ann BUTAJIHOCT Ha
KOHLIEPTHOM DerepToapy. ¥ TEXHUHKOM, anu 1 CanpXXajHO-CTUIICKOM TIOITIeny,
LMKJIyCU TlecaMa UMaMt Cy 3Hauaj OTTVMAJIHUX TIPUMPEMHUX CTyanja 3a
BEJIMKO BOKaJIHO-CLIEHCKO LIeT10.

Ilo cBoje wetpnecete roguHe, Ctanojno Pajuunh je Beh y motmyHoctmt
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tno adupmuncaH kao jemar of Bojehux yMeTHWKa CBOje reHepalje: kao
rpodecop, OH TIpefaje KOMMO3SULIMjY Ha My3uukoj akafeMuji, 3a UM Ccy
MHoro6pojHe Harpaze, a 1950. roguHe, 3acnyrom Ilerpa KowoBuha, moctaje
Takobe W HajMnahu uszabpaHu wnan y vcropuju Cpricke akageMuje Hayka
W YMEeTHOCTW. Y rofuHama TyHOI CTBapaslaykor HArloHa, TIOYeTKOM TIpBe
rocnepatHe felieHunje, Pajuunh Beh 036WbHO pasMuiba 0 OTEpW, XXaHpy
Koju 61 My TIPYXWO TIPWINKY 33 CUHTE3Yy CBUX TIPETXOAHWX KOTIOSUTOPCKUX
Kopaka. YnHu ce, MebyTuM, [a Cy Ha FEroBy OMJIYKYy Aa ce orpoba Kao
OTIEPCKM KOMTTOSUTOP, UTMaK TPecynHo yTuianu paa Ha uuxiycy Ha Jlunapy u,
jolI BUllle, 3Y3eTHO TOBOJbHA PeLIeTILVja Ha KOjy je AeJ10 HaulIo Y HajlInpoj

MY3WUH4KO] jJaBHOCTU.

& o

Ha Jlutiapy

Linknyc recama 3a 6ac n opkectap Ha JIuiiapy KOMToHOBaH je Tokom 1951.
roovHe. TIpBO 1ieno Tor >kaHpa Yy CPricKoj JUTepaTypu, LMKIYC YMHWU TIeT
rnecama Bype Jakumha: [Tnjem”, ,CriomeH’, ,Moja Munxa“, ,Beue” n ,I[ToHoh".
Y3 KnaBupcKy TpaTky camor Pajuuvha, Aeno je y rogvHv HactaHka, 27.
HoBem6pa, TPBW TyT W3Beo BpaHko [MnBHuuxu. OpkecTapcka Tpemujepa,
Takobe ca commctoM [IvBHWUKMM, BeorpapckomM  GwixapMoHwjoM 1
oupurenToM KpetmiMupom Baparouhem, ycnenwna je 9. meliem6pa 1952.
rogvHe. Y6p3o, Beh cnenehe ronuHe, Pajuunh je 3a umknyc nobuo Harpanmy
CaBesa KoMTI03UTOpa Jyrocnasuje.

Mwirbera oHpalsux xputudapa (M. Byxaparosuh, [. Lisetko),
Kao W TIOTOMa My3UKOJOLIKa BpefHoBawa (B. Ilepuunh), jenHornacHa cy
y oueHu nda je umxnyc Ha autiapy 03HauvMo cam BpXyHall LOTajallter
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PajyunheBor crBaparba. HaxoH ycrene mpemujepe, Bpanko TIuHwuxu
je 3ampXao LMKIYC Ha pereproapy, Te je yCrnenuo W panujcku CHUMakK, ca
Beorpancxom dpunxapmonunjom n XXneojunom 3apaBkoBuhem. HajHanaxHyvje
VHTeprpeTalivje ocTBapvo je, Mehytum, Mupocnas HaHranosuh, xoju je Ha
CBOjUM MHOTOOPOJHUM pecuTanmmMa TecMe LIMKJlyca U3BOAVMO Y BEp3wju ca
wiasvpoM. Hactymajyhm ca IOyiaHom Tpbojesuhiem, YaHranosuh je Lmknyc
TPefCTaBMO U Ha pecutany mnpwpebeHOM Yy OKBUpPY TpBWX DBeorpanckux
My3WUKuX cBedaHoctv,, 10. oxto6pa 1969. rogvHe. V oBOM w3gnamy,
OTIpefleNIuIn CMO Ce 3a CHUMaK u3 1967. rogvHe, Ha xoMe YaHranosuh
Hactyma y3 opkectap CrnoBeHavke dunxapMoHuje n aupurenta Cama Xybana.

[Toeswja Bype Jaxkumha, MHTUMHA W [Oy60Ka, C M3paKeHOM
pednexcvBHOM HOTOM, TofcTakna je Pajuuvha na oTBOPW HOBO TIOITIaBIbE
JIMYHOr BUbera BeuHe TeMe 0 ,HALMOHAJIHOM W3pasy™ 3a DPasnuky on
HM3a TIPeTXOAHVIX Aena, y uuxnycy Ha Jluilapy xommosuTop Hehe Buiie
TPaXUTW OCJloHal] y donknopy. 3Hayaj oBor fena 3a ToToww Pajuunhen
MYy3UHKOOPAaMCKU TIOCTYTIAK BWUILECTPYK je. Peu je Hajmipe 0 caspeBawy
BOKQJIHOI CTWJA, KOjU je HacTymMo Kao ToC/eAuua ayTOpoBOI Haropa
Ia HWjaHCMPaHO TIPOHUKHE Y TICUXOJIOLIKO-EMOTUBHE CJl0jeBe TI0eTCKOr
TekcTa. [lexnaMaTopHW DeYMTaTMB BUCOKOT EeKCTIPECUBHOI Haboja, kao w
IIVPOKK, pasyheHu, HecTo OLUTPUM AUCOHAHTHUM CKOKOBUMA WUCTIPEKMAAHU
apvo30 - O0Be TIperosHaTbuBe Ofnuke PajuunheBor 3penor BOKanHOD
CTWIa UCKPUCTanUCase Cy Ce yTpaBo Y CyCpeTy ca JakumheBOM TOE3WjOM.
Vcror mopexna je n usmoHoMwuja XapMOHCKOT UAVOMA Y KOMe je, Xao W y
DOMEHy OpKecTpalWje, U3pasuta fpamcka LpTa Pajuuvhesor ceHsvbunurera
aAPTUKYIMCaHa Takobe Kao HOBW UCKOPaK Ka eKCTIPeCUOHUCTUHKOM chepama:
BUTOHAIHOCT XapMOHCKe BepTVKale, y3 TIOBpeMeHa 3acvherba CeKyHOHUM
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riapasenMsMmMmMa, octahe TpajHa, BpJ10 TPEero3HaT/bYBa LpTa KOMTIO3UTOPOBOT
roBopa. Ocum Tora, cBaka recMa uvkiyca Ha Jlutiapy xao na 3a cebe UiHn
MWHWJaTypHY ApaMCKY clieHy. Ha Ty, naTeHTHy CLieHCKY U3paXkajHOCT LMKilyca
3HAZIAUKW je yKas3ao v yreaHn kputvuap bpanko Jparyturosvh, xoju he,
TpeMa peunma CaMor KOMTIO3UTOPa, YCKOPO OOUIpaT W KIby4Hy YIOTy
TIpu n3bopy TeMe 3a ayTopoBy TIPBY oTtepy. V360D je mao Ha Kpasresy jecen
MwunyTtuHa Bojuha.

Og ,Kpamwese jecenu” go ,CumoHuge”

=

YV Bpeme xana ce CraHojno Pajuuvh 3auHTepecoBao 3a cwxe 6ynyhe
Cumornze, uMe MwunytuHa Bojuha (1892-1917), Tor BeoMa AapoBWUTOr W
TIPepaHo CTPaAaor CPTICKOr TeCHMKa, Beh IyTo je 3ay3umaro BpJio UCTAKHYTO
MECTO y TIpeAPaTHOj CTOPUjW HALIMOHATTHE KiUKEBHOCTU PAHOT MOZiepHU3Ma
(TTecme bona w ToHoca, ocebHo — [naBa rpobHuULa), Kao WITO je W HeroB
npamar KpasbeBa jeceH (1912) 6uo TperosHar kao jefaH o HajpaHujux u
HajyBeprbUBUjUX M3[aHaKa MofiepHor fioba Cpricke TI030pWLIHE KYNTYpe.

V3pasut BecHUK cumbonmnctuyke ectetuxe, Munyturn Bojuh je 6uo meby
TIPBUM YMETHULIMMA C OBOT T71a KOjU je ,0TKPUO Apax BusaHTuje xao cumbona
cTape KynType Koja 6w ce y Ayxy Morna o6HOBUTU (.) W TUMe OnaxiiaTu
TIDUPOAHO W 3aKOHWUTO YKIbY4WBarbe TperiopobeHe cpricke WU HankaHcke
Kyntype y eBporicky umBwivsaunjy“ (Il [Tanasectpa). [To caxetoj dopmu
bnucka cellecoHUCTVUKOj (J. Xpuctuh), To adexTMBHOM Habojy cpomHa
Bepuctuukoj (H. Mocycosa), BojuheBa jemHouuHa [pama Yy CTVXOBUMA
KparbeBa jeceH moHajmarbe je, MehyTum, 6una ryka uctopujcka TpUIoBeCT
0 36uBarMMa koja cy 1314. roouHe, 3a BraaBuHe Kparba MwiyTuHa
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Hemaronha (1253-1321), moTpecana Cpricke 3eMJbe Kao ,BEYHO TIOTIPULITE
Busanta 1 Puma® (M. Bojuh). Tlogaun po xojux je mowao mpoydaBatrbem
VCTOPWjCKUX U3BOpa, bojuly cy TmocnyXxwan Tex Xao TmonasuiuTe 3a
bopMuparbe criorballitber OKBUpa [pame, YHyTap kKora he OH OCTBapUTU
[71aBHW ApaMaTypLIKV 3ariieT, 3arpeTeH Y MPeXU UHTUMHUX TICUXOTIOWIKUX
TIOPTPEeTa U KOMTUIEKCHUX OfHOCA TIPOTArOHWCTa — OCTapesior U OHeMohasor
Kpajba MwiyTuHa, meroBe 4eTBpTe >KeHe, 3HATHO Miabe BU3aHTMjcKe
TIpUHLEe3e CUMOHUTIE, UIYMaHa XWaHAapCkor U ABOPCKOr ieTormclia Januna
KOju, TIpeMa TecHUKOBOM Bubery, n3 CeHke Byde CBe ,KJbyYHe TIOIUTUHKe
KOHLIE", Ka0 ¥ MHOTrOBPOjHUX ,CTIOPeHVX NINKOBA“, Mehy Kojuma je mocebHo
excrionnpara Teonopa, XXeHa KparbeBor cuHa CTedaHa Koju je, HaKoH Heycriene
TobyHe, 3atoueH y Cxoruby. HUTW ppamckor 3aruiera ybp3aHo ToUviby na
ce ofBWjajy of MOMEHTa y KOMe Kpasb, MPOrOeH OTIPAaBAAHOM CyMHOM Y
CuMOHVAVHY Tby6aB TpeMa CTedaHy, [OHOCW OOJIyKY O OCTETUbEHY CUHA.
JemAHUM MopOepHUM, aHTVPOMaHTVUapCKVM JIUTEpapHWM [ecTOM, TIeCHWK
je eduKacHO NEMUTONIOIM30BA0 C/IUKY O ,371aTHOM 00Y* CPTICKOT Ccpefter
Beka. Iberoa KpasbeBa jeceH HMje camMo OLITpa KPUTUKA YTyheHa YKYTHOj
MOPaJIHOj KpW3#, Kao U OAHOCUMA CTBAPHWX M GOPMasTHUX MO Ha CYMOPHOj
TIONIUTUYKO] CLieHn MwiyTuHOBOr 1063; OHa je UCTOBpEMEHO W HaZaxHyTa
Ipama TaTHe, UCKYLIeHha U JbybaByW, Kao U Tpareanja wsnaje, pOOUTEbCKOr
rpexa, TbyboMope, XPTBe W epoTcke cTpacTu. CMenocT BojuheBor mocTyrika
orjlefia ce vy TOMe LITO je ca TIOPTPeToM Mlazle Kparbuilie CUMOHWIE Y CPTICKY
Toe3njy yBeaeH n kapakrtep Canome (H. Mocycosa), 1ITO je UnrbeHnlia BpeaHa
TIaXHbe 32 carnefaBarbe PajuunheBe Mysnuke TpaHCTIO3ULINjE FeHOT NTUKa.
ObjaBrbeHa 1912. roguHe y CprickoM KHWKEBHOM T[TIACHUKY,
Bojuhesa Kparbesa jeceH TipeMujepHo je, ca 3araXkeHnM yCrexoM TipukasaHa
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Beh cnenehe rogvHe y 6eorpaackoMm HapomHom mosopuinty. [103UTMBHU
KPUTUYKU Ofljeli HUCY 3aHeMapwiv HU LOTIPUHOC Komro3wutopa Mwunoja
MwunojeBuha, ca 4njuM je OpKecTapckum TIPOJIOrOM TI0f HasvBom [aHwio
n Cumorunza BojuheB xoMan Beh Taja yiiao My UCTOPWjY CPTICKE CLIEHCKe
My3UKe.

Vako ce 3Ha pOa cy mocne 6eorpancke TpeMujepe ycrieawie
MHOr06pOjHE peripu3e U HoBe TIOCTaBKe KoMala LIMPOM 3eMibe, HWje 3a
caza To3HaTo Aa nu je v xkana CraHojno Pajuunh eBeHTyanHo UMao Tipuinke
na Kpamesy jeceH yTo3Ha TIpeKO TIO30pUIIHE CLEHEe. JeHO je CUIypHO —
ATPaKTUBHOCT MOLEPHOT CeHsubwinTeta BojuheBe npame xao wmoryher
TIpefnolika 3a Orepy Hwje mpomakna Bpanky [paryTtuHosuhy, yrmenHom
MY3UUKOM KPUTUHApy W OCBEAO4EHOM TI03HABAOLYY MY3UHKOr TeaTpa. BynHo
ripaTefhw mocnepaTHe TOKOBe My3WWKOr pasBoja y 3eMrby, IparyTuHosuh je,
LITaBWLIE, UMAo Aapa W [ia TIPero3Ha CuxKe Koju 61 Hajborbe pe3oHnpao ca Beh
OCBe[IOYEHVM CTBapanavkvM TemriepaMmeHToM CTaHojna Pajuuvha.
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,CumoHuga“ l

go AdHWOAOLUJCKOL geAd ouer
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Ortepa CumoHuga je 0TBOPUIIA HOBO TIOIT1aBJbe Y KOMTIO3UTOPOBOj YMETHUHKO]
6vorpadujn. V cBojoj Tocnenrboj Bep3unju u3 1968. rofvHe, MpenCcTaBibeHOj
y3 He3HaTHe U3MeHe U Ha OBOM IWCKY, 6wna je oLereHa Kao ,jenHo of
HajBpeOHWjUX Aena Haule ortepcke nutepaType’ (M. KopeH). M3Hehemo oBnie
HEKONMKO Haj3HaUajHWjUX TIOAATaKa O HACTaHKY U CLIEHCKOM XWBOTY OTIepe.
[TpBa Bep3unja CumoHuge, KOMIOHOBaHA C BENIMKUM EHTY3Wja3MOM

W Takopehw y jenHoM paxy TokoM 1953. rommHe, octana je y pyKormucy u
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HEeopKecTpUpaHa, jep je Beh 1 caM KOMMO3UTOP YOUNO HeAOCTATKe TIpou3allsie
3 Kxopuirhera nHTerpasnHor bojuhesor Texcra xao nmbpeta. Ha HOBY Tipepany
niena Tpebaso je cavekatu, jep ce Pajuunhy Beh cnenehe, 1954. roovHe yxaszana
mpwivika fa ca crunenavjom YHECKA ocam mecelv TipoBefie Ha CTyaWjcKOM
6opaBKy Y MHocTpaHCTBy. [ToceTulm Bofiehie My3uuke LieHTpe Y PpaHLycKoj,
Hemauxoj, Utanuju, lleajuapckoj, Benuxoj Bpuranmju n CAJI, Pajuunh ce
Taja, u3Mehy OCTasor, ymo3HA0 U Ca HajaKTyeNlmHWjUM TpoLyKLnjama orepe
XX Bexa. Maxo cy Beh KOMTO3UTOPOBU LMKIIYCW TlecaMa HaroBellTaBajvt
HaZAMOR yTWliaja CIOBEHCKOT TWUTA BOKanHe [eKJ1aMaTopuKe v peasnucTUHKor
mpocenea, Mpu Yemy je Pajuunh moHajmpe cnenvo Mycoprekor v Komosuha
Ka0 y30pe, Y PEKOHCTPYKLIMjU Ty TeBa heroBOr Ca3peBarba Kao ayTopa My3uyke
IpamMe YMHW ce [ia He Tpeba TIOTLIEHUTW HU CHaXKHe UMTIPeCKje Koje je TIOHeo
n3 MuHXeHcKe orepe, I7e je MPUCYTBOBAO YBEpPIbUBOM U3BOhewy Eaexiipe
Puxappa lltpayca.

YV cBaxoM cnydajy, jemaH on pesyntata PajuumheBor 60paBka BaH
3eMIbe, B0 je 1 3aKibyHak [a je afexkBaTaH TMOPETOo KibyUHa Kapvka Ha Ty Ty
Ka ycrienoj ortepu. CTora ce KOMTIOSUTOD, W TIpe HO WTOo he 3armoveTvt pad Ha
npyroj Bep3uju CumoHuge, o6patvo 3a rtomoh Jocurty KynyHimhy, npamckom
TUCLY U DPEeHOMMUPAHOM TIO30PULIHOM peAwnTerby CyNmTWIHOr ocehaja 3a
MysuuKn TeaTap. [lo cpeAvHe TieleceTX [OAUHA, Kafa ce TIPUXBAaTWO
nubpeTuctTnyxe Tipepane Kpamese jeceru, KynyHimh je camo y Beorpanckoj
oTiepK TIOTTINCA0 PeXUje HEKONUKO Haj3HauajHUjUX fiena y UCTOPWju CPTICKe U
JyroCnoBeHCKe oTiepe: 3a FuM cy bune nBe beorpancke roctaBke KowiliaHe
(1931. n 1949) n Cemaxa (1952) IMetpa Komosuha, mpemujepa Epe ¢’ oHol
csujettia JaxoBa [oToBla (1949), o6HoBa CyitioHa CreBaHa Xpuctuha (1954),
a y TIPUIPEMM je 6WII0 1 CLIEHCKO W3Bohetbe KoMWYHe ortepe [TokoHgupeHa
twiuksa PajuunheBor caBpemenvika MuxoBuna Jlorapa (1956).
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Ca HoBuM KynyHumheBum nubpetoMm, Cranojno Pajuumnh Halao
ce mpen Takopehu TMOTMyHO HOBUM 3amatkom: CumoHuga je cana bwia
KOMTUIEKCHA My3UUKa ApaMa y [1Ba HMHa, Ca 3HA4ajHUM ynioramMa roBepPeHNM
XODPCKOM U 6aneTckom aHcambily. Pazi Ha HOBOj BEP3UjU OTIEpe aHTaXKoBao je
y TIyHOM Xarauutety PajuumnheBe cHare toxom 1956. 1 y TIpBOj TONOBUHU
1957. ropune. Komrnoswtop je, Moryhe je, ¢ MpaBOM O4eKMBao Aa HETOBO
yTIPaBO 3aBpLIEHO OTIePCKO AeN0 TpeMwjepy OOXWBU y ponHoM Beorpany,
Ha TIPECTOHWYKO]j cueHw. ,C BelIUKUM 3al0BOJbCTBOM CaM  KOMTIOHOBAO
Cumonuay*, mipucehao ce MHoro xacHuje Pajuunh, ,anu xapa cam [0BpLINO
TMapTUTYPY ¥ TI0Ka3ao je OHAallbeM AnpekTopy Beorpazicke orepe Koju je cam
6uo powao n3 Capajesa (N.B. pey je o Ockapy IaHOHY), OH MU je TIpeAnoXxuo
na je morynum CapajeBckoj orepn.”

CrnuajeM crendUUHMX 0KOIHOCTU, Meby KOjuMa HUCY UCKTbYHYeHN
HU TTIONUTVYKW Pasno3n, CUMOHWAA — TIpPBa MoC/epaTHa HallMoHaHa ortepa
C TEMATUKOM U3 CPTICKe CPeAH0BEKOBHE UCTOPUje — TIPeMUjepHO U3BODere
36Wsba je AOXUBeNa Ha capajeBckoj clieHn, 24. Maja 1957. ronvke. [TpencraBy
je pexxnpao MBan lITajlep — Takohe v AVPUIeHT, y HACTI0BHOj 71031 HaCTyTv1a
je Mupa Ultop, pony MunyTvHa uHTepripetvpao je Mvpko Januuunh, ok je
ynoravrymana laHuna 6wia rosepera Iparytury ®vanu. Ilowro je xputuka,
OCVIM BeOMa TIOXBAJIHVX PeUM 3a CHary ayTOpOBOI My3WUKO-APaMCKOL U3pasa
W HerocpefHocT aTMocdepe yMeCHO yKasana v Ha AvcbanaHc usmehy mpsor,
TIPETEXXHO KOHBEP3ALIMjCKOr YUWMHA, W APYror — KOjU je Deripe3eHTOBA0 TUTT
oTtepe-criektakna, CtaHojno Pajuuvh je y6p30 HakoH TipeMujepe TPUCTYTIMO
HOBUM W3MeHaMa y pacriopeny ClLieHa. 3a 6p3suHy U edvikacHOCT mpepape
V“Mao je jak MOTUB, TOLUTO Cy [eHepasiHo Beoma TIOBO/bHU Ofijelivt capajeBcke
Tipemyjepe 0TBOPWIN CUMOHUGU TIYT U Ka 6eorpafckoj CLeHw.
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Capa xao orepa y Tput 1nHa, Cumoruga je y Beorpany mpemujepHo
TpukasaHa 17. ampwna 1958. ropuHe. Pexxnja je 6una TmoBepeHa Jocwrty
Kynyrimhy, a gupurent Ockap [laHOH wMao je OBOr TiyTa 3aLl0BOJbCTBO
Iia 33jefHO ca KOMTTO3UTOPOM, XOPCKUM W 6AneTckum aHcambrom, kao u
HaZaXHyTUM TIpoTaroHucTuma - 3natoM Cecapovh kxao CumoHugom,
MwpocnaBom YaHranosuheMm kao MwunytvHoMm, CTaHojeM JaHxoBuheM Kao
HarvnomM, Munuuom MwunagnHosuh kao Teomopom — Tomenwt OyroTpajHe
armayse TybnviKe W yKyTiaH ycriex Bewepu. Yako cy HemofiesbeHo MO3UTUBHE
KpPWTWKe, Kao W Harpaza Yopyxera komrosuropa Cpbuje (1959) mpyxunnm
Pajuuvthy myHy catucdaxiinjy, KOMMO3UTOP je UHTUMHO Urak ocehao Aa ¢
OBOM Bep3WjoM OTlepe jolll YBEK HUje peKao CBOjy rocneAwy ped. [Ipunuka 3a
HOBY, Cafia M KOHauHy Tpepafy, ykasana ce, MehyTuM, TeK LielleHnjy KacHuje,
Y TOOWHW TIPUTIPEME TIPOCTiaBe CTOroAuiIbULle HapoaHor To30puiLTa, Y Unjn
je mporpam CviMoHuzaa 6vna yBpLITEHA.

He camomo cromallimoj, jeiHoUMHOj opMu, BEA U IO KOMITAKTHOCTU
VHTEH3UTETY YHYTapHer [PaMCKOr TOKa, YeTBPTa, GrHanHa Bep3vja CMoHvae
n3 1968. rognHe 03HauuUna je CBOjeBpCHU ToBpartak BojuheBom opuruHany.
HaxoH cymMOopHoOr opKecTapcKor Tpojiora Kojy HaroBellTaBa TparniaH Kpajisu
WCXO[, CTiMpana Apamckor 3aruleTa ¢ pacTyhoM TeH3njom ybp3aHo ce n3BMja
KPO3 YKYTTHO TPUHAECT TIOBe3aHUX CLieHa. YrarbeHa ofy BarHepose KoHLemLnje
Mysuuke [pame, WITO Ce Hajborbe BWUAW TIO OACYCTBY J1ajT-MOTUBCKE
mipolienype, PajuiviheBa CumMoHWzA TIpaBa je My3uika Apama MofepHor Aoba.
MoHyMeHTarnHe XaHp-ClieHe — BUTellIka HaZiMeTama W cleHa Cabopa — majy
TeK CTIOfballlibW OKBUP W UWHE CHaXaH ApamarTypLUKV KOHTPATYHKT HareTum
IInjanosmMma Koju Cy LieHTpasiHO TIoTpwiLTe Apame. HekonvimHa penatuBHO
320KPY>KEHVX HyMepa — barneTckv UHTepnynujyMm, apvje Teonope n Cumonunze,
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Ka0 W BEIMKU MOHOJIOT Kparba MUIyTUHa, y IpaMartypLIKoM TIormefy Y TIyHoj
MepW Cy OTpaBLaHKW, U TO He CaMO Kao OAMOPWILTA TIper criefehnt y3neT xa
HOBOM KJIUMAKCY; UCTIOBELIHE CONMUCTWUKe BOKAJIHe eru30e MeCTO Cy TIyHOT
3a0Kpy>Ketba TICUXOJIOLKO-eMOTUBHVX TIOPTPeTa TIPOTaroHWCTa. Pajuunhen
MY3WHKW TIpOCenie, HE0EKCTTPECUOHUCTUHKUX CTWIICKUX OATINKA, Y TIOTTTYHOCTU
je TpeAaH NormMLUn ApamcKor Toka. JlexnaMaTopHW PeUnNTaTUB UMTIPErHVpPaH
TEH3WjOM, Ka0 U BUCOKO eKCTIPECUBHU apuo30 — W3J1I0MJbEHUX METIOAWCKUX
KOHTYPa, 3acuheH KPYTHUM U OWCOHAHTHWM CKOKOBUMA, [OMUHAHTHE Cy
opnvke BokanHor ctuna Cumonuge. CUMQPOHWjCKM TpeTMPaHOM OpPKecTpy
TIOBEPEHa je 3HauajHa ynora y obnukoBawy YKyTHe atMocdepe, uemy ce
TIPUADYKYje W OTap XapMOHCKU je3nK — TIPETeXHO OGUTOHAasaH, OCTBapeH
CYTIEPTIOHUPatbeM  TEPLIHO-KBAPTHWUX W KBapTHUX CasBy4ja y3 OOWIHY
3aCTyTUbeHOCT TpuToHyca. [Ipema peunma Hapexne MocycoBe, Pajuvnhesa
Mysuka 3a Cumonnay ,Jfopana je temriepatypu bojuheBor emdatnyHor ToHa
joll MHOro cterteHn”. 36wrba, UuHun ce na je PajuunheBa CumoHuga, y CBOM
Haj3penujem BUZy, YTpaBo ocobonwsia cBa OHA, Ha TIPBU TIOITeS He 71ako
BUZJbUBA, IaTEHTHA eKCTTPeCUoHUCTIYKA CBOjCTBa bojuhese KpareBe jeceHu.
Axo ce youn beorpancke mipemwjepe CumoHuge 13 1958. rooviHe CrioMumbao
,Cprickv Bopuc®, ,HoBa“ CumoHuga Yy 1TaMmu je buna HajaBrbeHa Kao ,Benunka
dpecka.., APYLITBEHO-TICUXOOIKA [pama Haller TopHebba ... koja Huje
camo petpocriekiinja Hemamuhke Cpbuje, Beh cynbure oBe 3emibe U jyue,
W pjaHac, un cyTpa.” (JoaH ITyTHUK, penuters mipeacTaBe) CBevaHa mpemujepa
oIpXaHa je, Kako je n 6uo TaHupaHo, Y CKII0TTy TIpOCylaBe CTOOAMLLFULIE

Cnaska IToroBuh (Cumonvaa) u Mupocnas HYaHranosuh (kpars MunyTuh),
Beorpap, HaponHo mo3opuinTe, 1968. Koctumu: BoxaHa JoBaHoBUh.
Slavka Popovi¢ (Simonida) and Miroslav Cangalovi¢ (King Milutin),
Belgrade, National Theatre, 1968. Costumes: BoZana Jovanovic.
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HapopHor mo3opuita, 26. centembpa 1968. ronute. Ca xerboM [ia ce UCTakHe
VUCTOPWJCKU TTYT CPTICKE OTIEPe Off FeHMX TIPBUX A0 HQjHOBWjUX AoCTUrHYha, ¥
TIPBOM Ziefly Beyepu TpukasaHa je ortepa Ha yparxy Cranuncnasa BvHwuxor.
[lponyxumja CumoHupe oxymwia je HajeMUHEHTHWje YMeTHUKe Tora
BpeMeHa: pony Kpasjba MunytiHa TyMauvo je Mupocnas Yanranosuh, ynora
Cvmonnge 6una je moBepeHa Pagmunn Baxoudesuh w Cnasku ITlorosuh (y
anTepHaliMjama), Kao uryMaH [aHwno Hactyrmmo je JoBad InwropwjeBui, a
Mwnmua Munaau+osrh — xao Teopopa. [IpencTaBom je AVPUIoBao UCKYCHU
Maectpo Hyuran MunaguHosuh.

TTyHUX TTeTHaeCT rofnHa 6uno je Tana mpouo o Pajuuvhesor mpsor
cycpeta ca Kpamesom jecenu. Bparko JIparytHoBuRA y iporpamMy TipeAcTaBe
ca 3a0BOJbCTBOM 3aKjbydyje na ,mapturypa CumoHuge.. TIpeACTaBIba
Hajnerie cTpaHulle Cpricke My3uKe HarmcaHe y 0BOM KOMTTTIeKCHOM XKaHpy.”

[Tocnenmw cTBapanavku Kopak ca CMMOHUIOM LIOHEO je He camMo
KOMTI03UTOpY, Beh 1 m3BOhauMMa, HerlofiesbeHe KOMTUIMMEHTe KPUTVKE U
TI0BEO WX Ka HOBUM ycriecuMa. Beh cnenehie, 1969. rongure, CumoHuga je, xao
wuuxnyc Ha JTutiapy, yiina y riporpam ripBor BEMVC-a (16. oxTobap), fa 6w ce
y6p30 Halllna Ha cacBUM MajlobpojHOj JIUCTU MY3UHKO-APAMCKUX OCTBapetba
C OBOI TIofHebrba Koja cy W3BelleHa y UHOCTpaHCTBy. [Ipwivka ce ykasana ¢
TI031BOM aHcambiy Beorpazicke omepe v 6aneta fa rocryje Ha MebyHapogHoM
dectuBany y Jlozanu. [IpukasaHa ca 3amaxeHum ycriexoM 28. Maja 1971.
TOAVIHE, TIPeZ] TIpertyHoM casiom Teatpa bonwje (Théatre Beaulieu), y Beuepun y
K0joj je mpwvikasaH v 6anet I1Tuiio, He cknartaj cBoja Kpwia ¢ My3ukoM EHpuka
Jocuda, Cumonvza je vy adupmatviBHOM Brhery LBajLiapcke KpUTvKe buia
LIOXXUBTbEHA He caMO Kao UCTopWjcka Ipama BUCOKOTI eKCTIPecUBHOr Haboja,
Beh 1 Kao caBpeMeHo My3UYKO [1e710 BUATbVBO CTIOBEHCKOL MevaTa.
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[a je HajHoBWje ycriexe ca CumoHgom CtaHojno Pajuunh noxuseo
Kao TIyHO TIPU3HaMe 3a YTopaH U UCTPajaH TyT Ka TIOAPYYjy My3uuKe CLiEHe,
rOBODW ¥ e71aH ca KojuM je cneflefie IBe AeLieHnje UCTTYHVO PaioM Ha HYak Tpu
HoBa ortepcka fena. lonrHamMa 6puxrbvBo kiecaHa, CumoHuga je 3alprana
CBe KJby4He MpVHLnTIe PajuunheBor moTower My3uiKo-ApaMcKor rpocesiea y
ortepama Kapahophe-Ceme 3Aa, [JHesHuk jegHol aygaka v Beae Hohu. CBa
TPU [ena peanu3oBaHa Cy Kao TeneBWU3WjCKe OTepe, Yuju ce CHUMLM aHac
YyBajy y apxuBw Panuo tenesuswje Cpbwje.

Henehn cynbury Behure cprickux orepa, Cumonuga je, MebyTum,
Tiocrie n3Bobersa y JIo3aHw, yop30 cuiima ¢ perieproapa HapoznHor rosopuiuTa.
[TpBn cnepen 3Ha1ajaH KOpak y UCTOPWjU OTIEPe, YHUUIbEH je Ca Peann3alinjom
3BYYHOI CHUMKA, 1992. ronvHe. [Ipema cehary TPOTaroHUCTa, KOMIMO3UTOD
je TIpUCyCTBOBaOo Kako Tpobama, Tako U caMoM CHUMary. 113 pasroBopa koje
cMo ca Pajuuunhem Boowv HemocpeiHO Tocsie paavjcke TipeMujepe, A03Hanmn
CMO Za je IU4HO 610 Beoma 3al0BOJbaH HOBOM TIOLENIOM, Kao W YKYTIHUM
V3BOhaUKUM [OMeTUMa aHcambna CumooHwmjckor opkectpa v xopa Pamuja.
[TocebHO je ucTv@o porpuHoce Bjepe MwupaHoBuh-Muinh, mpumazoHe
Beorpancke oriepe, Xojy je okapakTepucao Kao ,HajycrielHvjy” Cumornay
y [oTajalboj uctopuju orepe. JKuBan CapaMananh kao xpars MunyTus,
Hukona Mutuh xao urymat Janwno u Jenerna Bnaxoswh, kao Teonopa, Takobe
Cy, TIpemMa OLieHU KOMTMO3WTOPa, LOCTOJHO WCTIYHWIU O4eKvBarba CBOjUX
BeOMa 3aXTeBHVX TeBaukvx pona. HajBeha 3acnyra 3a yKymad KBanuTeT
VIHTepTipeTaLje HecyMmvBO Tpurafja Maectpy [yuany MwnaauHosuhy,
KOjU je, y3 CarnacHocCT, ayTopa, U3BPLINO U TIOC/IENHbe PETYLIe Y TIapTUTYPU
n3 1968. ronuHe: y TOTIYHOCTW je WU30CTaBJbeHa TIpBa CLIEHa, a He3HAaTHa
cxkpahera nsBpleHa cy ny okeupy V, VII, VIII n X cuere.
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Cnyuanal] oBOI' M3ara YrosHahe VYTpaBO OBY HajyCrienwjy,
IpaMaTyplIKX  HAJKOMMaKTHW)y W Mysuuku  Hajspennjy  CumoHugy.
[TpencTaBmbajyhn jenHo of HajBuLLIMX JocTUrHyha y ortcexxHoM ortycy CTaHojna
Pajuunha, omepa CumoHuga WCTOBPEMEHO je W AparoLeHO CBeA0YaHCTBO
0 BPEMEHY Y KOMe je Y CDTICKOj MOLEPHOj YMETHOCTU YCTocTaBibeHa HoBa
eCTeTcKa BepTyKasa nMpemMa HalloHJIHOM UCTOPUjCKOM U KYJITYPHOM Hacneby
cpenrer Bexa. Y ToM cMuUcly, 3ajeaHo ca Mysukom Jbybuiie Mapuh (Lumknyc
Myswka oxronxa), Enpvika Jocuda (Cmpt CreBaHa [levarckor, 1954), Bacunvja
Moxpamiia (Opjeun, 1973), HejaHa [Hecrvha (Jedumwuja Jlasapy, 1988),
Pajka Makxcumowuha (ITacuja ceetora xHesa Jlasapa, 1989), n Pajuunhena
CumoHuga TIperiosHaje ce Kao 3Ha4ajaH PeTipeseHT PasHONIUKMX CaBPEMEHVX
WAEHTUTETA CPTICKe MYy3UKe [pyre MonoBrHe XX Beka.

C objaBrbuBarbeM OBOI KOMTIAKT Aucka, CumMoHUga je KOHa4HO
Halla CBOj TYT O aHTONOIMjcKe, TpajHe BPeOHOCTW CPTICKe Orepcke
JMTEPATYPe.

Illp Katiapura Tomawiesuh
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One Hundred Years since the

Composer's Birth and Ten Years
after his Death:

Stanojlo Rajici¢ (1910-2000)

One hundred years have passed since the birth of the composer Stanojlo
Raji¢i¢, whose works and overall activities on the music plan left a deep
imprint on Serbian and Yugoslav culture of the 20th century. When he died
ten years ago he left an abundant and diverse opus, making it all too clear
why he was deemed to be one of the most active and prolific composers of his
time. More than that, when viewed diachronically, Raji¢i¢'s musical legacy
convincingly documents all important stages through which Serbian artistic
music - following the pace and changes of the political, ideological, artistic,
and social demands of the epoch - passed throughout the 20th century, on its
winding road of integration into broader European and international flows.
To catch the step with the contemporary Europe while preserving
the foundations of its own culture, to enhance national music with forms
and values it had missed out due to unfavourable historical circumstances,
to be contemporary and yet again, and above all else, to be and to remain
true to oneself — those were and remain the key motives and constants of
Raji¢i¢’s overall artistic work. They can be traced from the time of his first
attempts as a composer, via the phase of evolving of his musical language,
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up to his mature years during which, never ceasing to compose, from the
viewpoint of an experienced and clever critic of the epoch, he often warned
of the weaknesses and faults of the official cultural policy, and of his younger
colleagues as well, towards the musical heritage: “Unfortunately, an artist
does not have to die here to see clearly where his place is and what awaits
his works after they are left to fend for themselves!”, he stated acutely in an
interview in 1992, having already entered his nineties.

The decades of Raji¢i¢’s ceaseless composing, professorial work
and dynamic activities within the Serbian Academy of Arts and Science
were crowned by that time with the most significant state and prestigious
international acknowledgments and awards. By that time his name had
entered into Serbian and Yugoslav musical history of the last century, as
well as it was highly recognized abroad: entries about Raji¢i¢ were published
in several renowned foreign lexicons and encyclopaedias. Thanks to his
characteristic perseverance and influential position, Raji¢i¢ belonged to an elite
group of Serbian composers who could boast that they had heard practically
all their compositions performed by top national and foreign visiting soloists
and ensembles in the country, and promoted on the international scene. The
scores of his most renowned opuses were regularly updated and regularly
published. Together with significant musicological monographies, studies
and countless press reports, they present today a valuable source for research
of the epoch of Serbian music modernism.

It is not unusual that Stanojlo Raji¢i¢, as he often stressed, “had
always envied painters, because a painting remains there forever, while
music disappears with the last chord” The numerous performances of
Raji¢i¢’s music and no less significant Serbian composers of the 20th century
have been disappearing from the horizon for a long time, slowly yet surely
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departing with the remembrances of today fewer and fewer participants and
witnesses. In comparison with the scope of Raji¢i¢'s production, the number
of published sound recordings of his music is almost symbolic. Several lonely
examples — selected documents of Yugoslav art music after the World War
Two - exist on LPs, an almost completely superseded and forgotten media.

In the twilight of his life, Stanojlo Raji¢i¢ experienced some
satisfaction in 1998 when his first compact disk was released with two out
of four, as he believed, of his most successful works. The composer’s joy was
all the more pronounced because the soloists in the Third Piano and the
Second Violin Concert were at that time young artists — pianist Lidija Bizjak
and violin player Tijana MiloSevi¢ (PGPRTS, CD 430833).

With this edition, Raji¢i¢'s two other “most successful” works — his
cycle of songs with orchestra On Lipar (Na Liparu) and opera Simonida
- have their ‘new” 21* century premiere. With these disks the publishers
posthumously fulfilled the “author’s last wish™ “Simonida is my most
successful opera‘, said Raji¢i¢ in 1992. “It was recorded for Belgrade Television
and Radio towards the end of the 1960’s, but those recordings were erased
soon afterwards. That was the only not Serbian but Yugoslav opera whose
recordings were not recreated. It now seems that Television Belgrade will
rectify that mistake. Still, until the recording has been completed, I don't
wish to raise my hopes.” The mistake was rectified: the audio recording of
the last version of Simonida was successfully completed at the beginning of
1993, and on February 17th its radio premiere ensued on Radio Belgrade’s
Third Program, although it never evolved into a television adaptation. With
this audio recording, Raji¢i¢'s Simonida emerged as a lasting edition from
the rich treasury of Radio Belgrade’s Archive and has entered the small but
significant audio anthology of Serbian operas of the 20th century.
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Stanojlo Rajic¢i¢ as the Opera Composer

With a total of four operas — Simonida and three television ones: Karadorde-
Seed of Evil (Karadorde-Seme zla, based on the drama by Ivan Studen,
1977), mono-opera The Diary of a Madman (Dnevnik jednog ludaka, based
on a short story by Gogol, 1981) and White Nights (Bele no¢i, based on a short
story by Dostoyevsky, 1985) — Stanojlo Raji¢i¢ acquired a reputation of being
one of the rare authors of his, as well as the younger generation, who was not
unperturbed by the generally unfavourable status of national opera on the
domestic stage in the second half of the 20" century: his primary motivation
was to widen and enrich the corpus of contemporary opera genre with new
contributions. For many of Raji¢i¢'s contemporaries, who knew him above
all else as a prolific symphonic composer, maestro of concert and chamber
instrumental forms, his long term preference for the world of opera was, in a
certain way, a surprise. However, for Rajici¢ himself, opera was not only the
field where he could achieve a synthesis of his experience in the diverse fields
of composition, but also represented a significant creative challenge.

A younger colleague, follower and associate of Petar Konjovi¢, the
most significant Serbian opera composer, Stanojlo Raji¢i¢ was first attracted
to this genre at the beginning of the 1950s, when Konjovi¢'s Duke of Zeta
(Knez od Zete, 1927) and Kostana (1931), as well as Stevan Hristi¢'s Twilight
(Suton, 1925) already enjoyed the status of being a rounded and matured
aesthetic pinnacles of national opera production. The pragmatic note which
determined many of Raji¢i¢’s decisions to fulfil the emptiness within the
genres in the work of his predecessors — thanks to which he created his
cycles of solo songs with orchestra, and concerts for piano, clarinet and cello
— without doubt paved the composer’s way towards opera. Even though Petar
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Konjovi¢’s compositional activities continued unabated even in the period
following World War Two, especially in the field of the music-stage, (Peasants/
Seljaci, 1951; Homeland/OtadZbina, 1960), Stanojlo Raji¢i¢ believed it to be
his personal obligation to widen the national scope of contemporary opera
with new pieces.

Many steps preceded the appearance of Simonida, from the first
draft to this final version presented on the recording. The cycle of solo songs
with orchestra On Lipar, which we are also presents here, played one of
the key roles. That is another reason to look back and overview the most
significant moments of Raji¢i¢’s artistic biography.

L

vThe Road towards Opera

In the composer’s youthful biography there was little to indicate that Stanojlo
Rajici¢ would dedicate himself in his mature days to the field of musical stage.
Rajici¢ entered the world of music with the ambition to become a pianist.
This idea had the wholehearted support of his piano teacher RuZa Vinaver,
who encouraged him to prepare a concert, playing his first compositions as a
senior of Belgrade’s Third Male High School (1928). It was significant that the
person who with superlatives wrote about the concert in the Belgrade press
was famous poet and critic Stanislav Vinaver. However, this wasn't enough to
fulfil Raji¢i¢’s primary wish to continue his piano studies in Paris, with a state
scholarship. His departure for Prague, which for many of his predecessors and
contemporary artists would have signified a dream come true, for Raji¢i¢ was
merely a “consolation prize®.
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The focus of his Prague years (1930-1935) was his piano studies (class of
Vesely, Stma and Hoffmeister), where young Raji¢i¢’s piano ambitions were
not completely fulfilled. Before he finally abandoned the idea of a concert
podium, he would travel to Vienna, where he could advance his studies with
Busoni’'s renowned pupil Walter Kerschbaumer (1936). However, later it would
be seen that the most crucial significance for Raji¢i¢’s subsequent career was
the knowledge and experience that he acquired as a student of composition,
first at the Prague State Conservatorium, in the class of Rudolf Karel (1930-
1934), followed by the studies at Maestro school, with Josef Suk (1935). Not
without resistance or pain did Raji¢i¢ encounter the most prominent ideas
of his generation, which were audatiously moving away from the Romantic
tradition and exploring new, contemporary paths. A glance at the pieces
created by Rajici¢ and his Serbian colleagues from Prague - for example
Ljubica Mari¢, Vojislav Vuckovié, Dragutin Coli¢ and the somewhat younger
Milan Risti¢ — speak convincingly of the decisiveness with which these young
composers stepped away from the stylistic framework of their predecessors
with daring, also abandoning all typical, vocal and vocal instrumental genres
which had been the foundation of national music tradition in the first
decades of the 20™ century.

From the perspective of Raji¢i¢’s Prague opus (Piano Trio, 1934;
Overture, 1934; First Symphony - diploma work, 1935), and a number of
radically innovative instrumental pieces written on his return to Belgrade (in
1937; for example Sonata for Violin and Piano, 1938; two string quartets,
1938 and 1939; Rhapsody for the orchestra, 1939), his subsequent ardour
and enthusiasm for vocal lyrics, symphonic Lied, and finally opera were
inconceivable. His pre-war, lonely excursions into the world of solo songs and
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his first pieces for human voice in cycles on expressionistic verses by Stanislav
Vinaver and Ante Bogli¢ (Keepers of the World/Cuvari sveta, 1938; Jazz, 1939,
Autumn/Jesen, 1940), were, according to Vlastimir Peri¢i¢ “contrary to all
traditions of the Lied - the vocal part was practically an instrument whose
only characteristic was to introduce text.”

For composer’s subsequent road toward the opera, it was indicative
that the earliest symptoms of the change of his own stylistic paradigm
and overall ‘return to national tradition” occurred following his first
significant contact with the musical stage. That happened with music for
a ballet (Under the Ground/Pod zemljom, 1940), which, except for its radio
and concert premiere (in 1940 and 1941) was never staged. Noticing the
favourable critical opinion and enthusiastic public reception, it seems that
on the very eve of World War Two Stanojlo Raji¢i¢ already knew which new
paths he could take in the future. During the war years he retreated from
public life, but composed intensely. Work on an additional three ballets was
especially significant, together with a cycle of symphonic poems inspired
by national poetry (Construction of Skadar/Zidanje Skadra, The Death
of Mother Jugovi¢/Smrt majke Jugovic¢a, Marko Drinks Wine during the
Ramazan /Marko pije uz ramazan vino and Little Radojica/Mali Radojica,
all four from 1942), a few solo songs and music for melodramas. Together,
these provided the necessary accumulation of experience to enter the field of
musical theatre: at the same time, the ground for the first symphonic vocal
cycles in Serbian music was practically set. At the beginning of the 1950s
Rajici¢ created three important cycles of songs with orchestra — Four Songs
of Branko Radicevié/Cetiri pesme Branka Radicevica, for high voice (1950),
On Lipar/Na Liparu, for bass (1951), and The Leaves are Turning Yellow/
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Lisje Zuti, for baritone (1952). These cycles were a worthy match for equally
attractive concert pieces from the same period, among which Second Violin
(1948) and Third Piano Concert (1950) had later especially successfully
shown their vitality on the concert repertoires. In both a technical and
stylistic sense, these song cycles were important optimal preparatory studies
for a large vocal-stage work.

By his forties, Stanojlo Raji¢i¢ had established himself as one of
the leading artists of his generation. As a professor he taught composition
at the Faculty of Music and received numerous awards, and in 1950, thanks
to Petar Konjovi¢, he also became the youngest ever, elected member of the
Serbian Academy of Science and Arts. At the beginning of the first post-
war decade, in these years of his full creative potential, Raji¢i¢ was seriously
considering opera, a genre that could synthesise all previous compositional
steps. However, work on the On Lipar cycle, which was favourably received
by both critics and the public, crucially influenced his decision to try his hand
at opera.

On Lipar
The On Lipar cycle of songs with orchestra, comprising five Bjuro Jaksi¢ poems
(“I Am Drinking”, “Remembrance”, “My Milka”, “Evening” and “Midnight”)
was the first work of that genre in Serbian literature. The cycle was first
performed on Novermnber 27™ 1951 by Branko Pivnicki, Raji¢i¢ himself playing
the piano accompaniment. The orchestral premiere, with soloist Pivnicki
and the Belgrade Philharmonic Orchestra conducted by KreSimir Baranovi¢,
ensued on December 9™ 1952. The following year Raji¢i¢ received an award
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for this work from the Association of Yugoslav Composers.

Contemporary critics (for example M. Vukdragovi¢, D. Cvetko) and
musicologists such as V. Peri¢i¢ were unanimous in their evaluation that On
Lipar cycle signified the pinnacle of Raji¢i¢’s opus thus far. Following the
successful premiere, Branko Pivnicki kept the cycle on repertoire, after which
a radio recording ensued with Belgrade Philharmonic Orchestra and Zivojin
Zdravkovic.

However, the most inspired interpretation was by Miroslav
Cangalovi¢, performing the songs from the cycle with the piano version
at his numerous recitals. With piano accompaniment of DuSan Trbojevi¢,
Cangalovi¢ presented the cycle in a recital prepared for the first Belgrade
Music Festival on October 10™ 1969. In this edition, we have opted for a
recording from 1967 in which Cangalovi¢ performed the cycle with the
Slovenian Philharmonic Orchestra and its famous conductor Samo Hubad.

DPura Jaksi¢'s poetry, intimate and profound with a pronounced
reflexive note, prompted Raji¢i¢ to open up a whole new chapter in his own
perception of everlasting topic of “national expression”: unlike a number of his
previous works, in the cycle On Lipar the composer no longer looked for support
in folklore. The significance of this work for Raji¢i¢’s subsequent musical
drama procedure is manifold. This is mainly connected with the maturing
of composer’s vocal style, a consequence of the author’s effort to delve the
psychological-emotional layers of the lyrics. The declamatory recitative of
highly expressionistic tension and a specific arioso — often interrupted with
sharp, dissonant leaps — those typical characteristics of Raji¢i¢’s mature
vocal style were not crystallized before he encountered Jaksi¢’s poetry. The
physiognomy of the sharp harmonic idiom is of the same origin. As with the
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orchestration, the pronounced dramatic feature of Raji¢i¢’s sensibility is also
articulated as a new move toward the spheres of neo-expressionism. The
main feature of harmonic idiom is a bitonality, with the occasional saturation
of parallelism of seconds, which would remain a permanent and highly
recognizable characteristic of the composer’s speech. Besides that, each song
of the On Lipar cycle seems to be a miniature dramatic scene of its own.
That latent scenic expression of the cycle was recognized by renowned critic
Branko Dragutinovi¢, who, according to Raji¢i¢’'s words, also played a major
role when choosing the subject for the composer’s first opera. The choice was
made soon: it was The King’s Autumn by Milutin Bojic.

From “The King’s Autumn” to “Simonida

When Stanojlo Raji¢i¢ turned his interest towards a topic for the future
Simonida, the name of Milutin Boji¢ (1892-1917), the extremely talented
and prematurely deceased Serbian poet, had held a prominent position in
the pre-war history of early modernism national literature for a long time
(Songs of Pain and Pride/Pesme bola i ponosa, especially Blue Grave/Plava
grobnica), while his drama The King’s Autumn was recognized as one of the
earliest and most convincing expressions of the early modern age in Serbian
theatre culture.

A true herald of symbolistic aesthetics, Milutin Boji¢ was amongst
the first artists from the region to “discover the charm of Byzantine as a
symbol of an old culture which could be reconstructed spiritually ... and to
thereby facilitate the natural and legal reconnection of reborn Serbian and
Balkan culture with European civilization” (P. Palavestra). With its cryptic
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tone reminiscent of secessionistic (J. Hristi¢), by its charged expression akin
to veristic (N. Mosusova), Boji¢’s one-act drama in verse The King's Autumn
is at least a purely historic narrative of events which rocked Serbia - as the
“eternal battlefield of Byzantine and Rome” (M. Boji¢) — in 1314, during the
reign of King Milutin Nemanji¢ (1253-1321). Bojic¢ used facts uncovered while
studying historic sources just as a starting point to establish the framework
of the drama. The main dramaturgical plot is, however, woven into the net
of intimate psychological portraits and complex relations of the protagonists:
the aging and weakened King Milutin, his fourth wife, the considerably
younger Byzantine princess Simonida, and Danilo, prior of Chilandar and
court chronicler, who, as the poet envisioned him, pulled all “key political
strings” from the shadows. There are also numerous “side characters’, among
which Teodora, the wife of the king’s son Stefan, especially stands out. After
an unsuccessful rebellion, her husband Stefan is imprisoned in Skopje. The
threads of the dramatic plot soon start to unravel from the moment when
the king, haunted by justified suspicion of Simonida’s love for Stefan, decides
to blind his son. With a modern, anti-romantic literary gesture, the poet
efficiently tore down the myth and vision of medieval Serbia as the “golden
era’”. The King's Autumn is not only a sharp criticism of the overall moral
crisis, as well as the relations between real and formal powers on the sombre
political scene of Milutin's time; it is at the same time an inspired drama of
suffering, temptation and love, as well as tragedy of betrayal, parental sin,
jealousy, sacrifice and erotic passion. The daring of Boji¢'s procedure is also
reflected in the fact that with the portrait of young Queen Simonida, the
character of Salome (N. Mosusova) was introduced into Serbian poetry, which
is a fact worthy of mention in perceiving Raji¢i¢'s musical transposition of
the main female role.
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Published in 1912 in the Serbian Literary Gazette, Boji¢’s The King’s Autumn
was presented with marked success the following year in Belgrade National
Theatre. Positive critical reverberation did not neglect to mention the
contribution of composer Miloje Milojevi¢, with whose orchestral Prologue
entitled Danilo and Simonida Boji¢’s work had already entered into the
history of Serbian stage music.

Even though numerous performances and new stage productions
ensued throughout the country following the Belgrade premiere, it is not
known whether Stanojlo Raji¢i¢ actually had a chance to see The King’s
Autumn on the stage. One thing is certain though - the attractiveness of
the modern sensibility of Boji¢’s drama as a potential model for an opera
caught the attention of Branko Dragutinovi¢, the renowned music critic
and musical theatre expert. Carefully following the post-war currents of
music development in the country, Dragutinovi¢, moreover, had a flair for
recognizing a subject that would most favourably resonate with the already
recognized artistic temperament of Stanojlo Rajicic.

&

\ g

Simonida - from the First Dmﬁ
to the Anthological Piece of Opera Literature

The opera Simonida opened a new chapter in the composer’s artistic
biography. In its final version from 1968, presented with slight variations on
this disk as well, it was estimated to be “one of the most valuable works of
[Serbian and Yugoslav] operatic literature“(M. Koren).

Here we will list the most significant data on the emergence and
stage life of the opera.
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The first version of Simonida, composed with great enthusiasm
and in a single breath during 1953, remained as an unorchestrated draft,
because even the composer himself recognized its deficiencies in using Boji¢’s
integral text as a libretto. Time had to elapse before a new reworked piece
emerged because Raji¢i¢ was presented, the very next year, with a chance to
spend eight months on a UNESCO study travel scholarship abroad. Visiting
important music centres in France, Germany, Italy, Switzerland, United
Kingdom and the US, Raji¢i¢ became acquainted, amongst other things, with
the most contemporary opera productions of the 20" century. Even though
the composer’s cycles of songs had already hinted at the prevailing influence
of Slavic vocal declamatory style and realistic procedure (Rajic¢i¢ primarily
followed examples of Mussorgsky and Konjovicl), it seems one should not
underestimate the strong impressions he carried out from the Munich opera,
where he saw the convincing performance of Richard Strauss's Electra.

In any case, one result of Raji¢i¢'s sojourn abroad was the
conclusion that an appropriate libretto was the key to a successful opera.
Therefore the composer, even before he commenced his work on the second
version of Simonida, asked Josip KulundZi¢, a writer and experienced stage
director with a subtle feeling for musical theatre, to assist him. Until the
mid 1950's when he took on rewriting the libretto of The King’s Autumn,
Kulundzi¢ had been the director of a few of the most significant works in
the history of Serbian and Yugoslav opera in Belgrade Opera. He had already
completed two stage productions of KoStana (1931 and 1949) and Peasants/
Seljaci (1952) by Petar Konjovi¢, the premiere of Era from The Other World/
Ero s onog svijeta by Jakov Gotovac (1949), the restaged Twilight/Suton
by Stevan Hristi¢ (1954), while the scenic interpretation of the comic opera
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Nouveau Rich/Pokondirena tikva by Rajic¢i¢'s contemporary Mihovil Logar
(1956) was being prepared.

With KulundZi¢'s new libretto, Stanojlo Raji¢i¢ found himself
one might say facing a completely new task: Simonida was now a complex
musical drama in two acts, while the choir and ballet ensemble were given
significant roles. Work on the new version of the opera completely engaged
Rajici¢ throughout 1956 and first half of 1957. The composer might have
expected the premiere of his just completed opera to be in his native
Belgrade: “I composed Simonida with great pleasure,” reflected Raji¢i¢ at a
much later date, remising on those times, “however when I finished the score
and showed it to the then director of Belgrade Opera who himself had arrived
from Sarajevo [he was referring to Oskar Danon], he suggested me to offer it
to the opera in Sarajevo. *

Due to specific circumstances, not excluding political reasons,
Simonida - the first post-war national opera with a topic from Serbian
medieval history — did have its premiere on the stage in Sarajevo on May
24% 1957. The performance was directed by Ivan Stajcer, who was also the
conductor. Mira Stor appeared in the leading role, the role of king Milutin
was interpreted by Mirko Janic¢i¢, while the role of prior Danilo was given to
Dragutin Fiala. Since the critics, extremely complimentary with regard to the
strength of the author’s music-drama expression and sincere atmosphere,
aptly pointed out the disbalance between the first, primarily conversational
act, and the second, which was a type of opera-spectacle, Stanojlo Raji¢i¢
commenced working on new changes in the arrangement of the scenes
soon after the premiere. He was motivated to adapt the opera swiftly and
efficiently, since the generally very favourable reverberations of the premiere
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in Sarajevo paved Simonida’s way to the stage in Belgrade.

Now an opera with three acts, Simonida’s premiere in Belgrade
was scheduled for April 17" 1958. The director was Josip KulundZi¢, while
the conductor Oskar Danon had the pleasure, together with the composer,
choir and ballet ensemble, as well as inspired protagonists Zlata Sesardi¢
as Simonida, Miroslav Cangalovi¢ as Milutin, Stanoje Jankovi¢ as Danilo,
Milica Miladinovi¢ as Teodora, to bask in the long applause of the public and
an overall successful evening. Even though the reviews were unanimously
positive, and the award of the Association of Composers of Serbia (1959)
gave Rajici¢ full satisfaction, the composer intimately felt that he still hadn't
given his all in this version of the opera. An occasion for a new, final revision,
however, presented itself almost a full decade later, in the year when the
celebrations for the one hundredth anniversary of the National Theatre were
underway, with Simonida as a part of the program.

In its external, single act form, and with its compact and intense
internal dramatic flow, the fourth, final 1968 version of Simonida marked
a certain comeback to Boji¢’s original. Following the sombre orchestral
prologue, which indicates the tragic outcome, the spiral of the dramatic plot
accelerates with a growing tension through a total of thirteen connected
scenes. Moving away from Wagner's concept of music drama, most obvious in
the lack of a leitmotifs procedure, Raji¢i¢’s Simonida is a true music drama of
the contemporary era. The monumental genre scenes — knights’ tournaments
and scenes of the Council — only provide the external framework and are a
powerfully dramatic counterpoint to the tense dialogues which are placed at
the centre of the drama. A few relatively isolated numbers - ballet interlude,
Teodora’s and Simonida’s arias, as well as King Milutin's great monologue, are
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fully justified in the dramaturgical sense, and as such are not merely resting
places preceding the next ascent towards a new climax; the confessional solo
vocal episodes are points where the psychological-emotional portraits of the
protagonists are fully rounded. Raji¢i¢’s procedure and his musical language
of the neo-expressionistic features are completely devoted to the logic of
the dramatic flow. The declamatory recitative impregnated with tension, as
well as the highly expressive arioso — of broken melodic contours, saturated
with large and dissonant leaps — are the dominant features of Simonida’s
vocal style. The symphonically treated orchestra was given a significant role
in creating the overall atmosphere, joined by the sharp harmonic language
— mostly bitonal, achieved by superimposing of the chords built of thirds
and fourths, and with an abundant use of tritone. According to Nadezda
Mosusova, Raji¢i¢’s music for Simonida ‘raised the temperature of Boji¢'s
emphatic tone by many degrees”. Truly it does appear that Raji¢i¢’s Simonida,
in its most mature version, managed to deliberate all, not so easily visible,
latent expressionistic characteristics of Boji¢'s The King's Autumn.

If, prior to Simonida’s Belgrade premiere in 1958 there was word
of “Serbian Boris”, the “new” Simonida was announced in the press as a
“huge fresco...social-psychological drama of the region..which isn't merely
a retrospective of Serbia of the Nemanji¢ era, but also the destiny of this
country yesterday, today and tomorrow.” (Jovan Putnik, director of the
performance). The premiere, as planned, formed part of the celebrations of
the 100" anniversary of the National Theatre on September 26th 1968.
Wishing to stress the historical path of Serbian opera from its first to the
most recent accomplishments, Stanislav Binicki's opera At Dawn/Na uranku
was presented in the first part of the evening. The production of Simonida
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gathered together the most eminent artists of the time. The role of King
Milutin was interpreted by Miroslav Cangalovié¢, Simonida was given to
Radmila Bakocevi¢ and Slavka Popovi¢ (in alternation), Jovan Gligorijevic¢
appeared as prior Danilo, and Milica Miladinovi¢ was Teodora. The conductor
of the performance was the experienced maestro Dusan Miladinovié.

A full fifteen years had passed since Rajici¢ first came across The
King’s Autumn. In the program of the performance, Branko Dragutinovi¢
concluded with pleasure that the “score of Simonida... presents the most
beautiful pages of Serbian music written in this complex genre.

The last creative step with Simonida brought unanimous
compliments from the critics to both the composer and performers, and led
them to new success. The following year, 1969, Simonida together with On
Lipar cycle formed part of the program of the first BEMUS (Belgrade Music
Festival, October 16™ ), and found itself shortly afterwards on the short list of
operas from this region to be staged abroad. The occasion was an invitation
sent to Belgrade Opera and ballet for a guest appearance at the international
festival in Lausanne. The work was presented with marked success on May
28th 1971, in front of a full auditorium of the Thédtre Beaulieu, on an
evening in which the ballet Bird, Do Not Hide Your Wings/Ptico, ne sklapaj
svoja krila with music by Enriko Josif was also presented, Simonida was
regarded affirmatively in the perception of Swiss critics, not only as a highly
expressively charged historic drama, but also as a contemporary musical
piece bearing a visible Slavic stamp. Stanojlo Raji¢i¢ perceived his latest
success with Simonida as full recognition of his persistent and steadfast road
towards the musical stage, as can be seen in the enthusiasm with which
he filled the following two decades, working on three new operas. Carefully
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chiselled over a great number of years, Simonida established all of the key
principles of Raji¢i¢’s subsequent music-dramaturgical procedure in the
operas Karadorde-Seed of Evil, Diary of a Madman and White Nights. All
three works were realized as television operas, whose recordings today are
kept in the archives of Radio Television Serbia.

However, sharing the destiny of most Serbian operas, Simonida
was, following its performance in Lausanne, soon taken off the repertoire
of the National Theatre. The first next important step in the history of
Simonida was taken with the sound recording in 1992. According to the
memories of witnesses, Raji¢i¢ himself attended rehearsals and recordings.
From conversations which we had with the composer directly after the radio
premiere, we discovered that Raji¢i¢ was personally very satisfied with the
overall artistic achievements of the new performance, including efforts of the
Symphony Orchestra ensemble and choir of the Radio. He especially singled
out the contribution of Vjera Miranovié¢-Miki¢, the prima donna of Belgrade
Opera, whom he recognized as the “most successful” Simonida in the opera’s
history. Zivan Saramandi¢ as King Milutin, Nikola Miti¢ as prior Danilo and
Jelena Vlahovi¢ as Teodora, also according to the composer, fulfilled all
expectations of their extremely demanding roles. The greatest contribution
for the overall quality of the interpretation was without doubt given by
maestro Dusan Miladinovié, who with the agreement of the composer
completed the final touches from the 1968 score: the first scene was totally
omitted, and the 5™, 7 8™ and 10" scenes were also slightly shortened.

The listener of this recording will come upon the most successful,
dramaturgically most compact, and musically most mature Simonida. As one
of the highest accomplishments in Stanojlo Raji¢i¢’s otherwise rich opus, the
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opera Simonida was simultaneously a valuable testimony of the times when
anew aesthetic vertical was established in Serbian contemporary art towards
the national, historic and cultural heritage of the Middle Ages. In that sense,
together with the music of Ljubica Mari¢ (cycle Musica Octoicha), Enriko Josif
(Death of Stefan Decanski/Smrt Stefana De¢anskog, 1954), Vasilije Mokranjac
(Echoes/Odjeci, 1973), Dejan Despi¢ (Jefimija to Lazar/Jefimija Lazaru, 1988),
Rajko Maksimovi¢ (Passion of the Holy Duke Lazar/Pasija Svetoga kneza
Lazara, 1989), Rajici¢’s Simonida is recognized as a significant representative
of the diverse contemporary identities of Serbian music from the second half
of the 20" century.

By publishing these compact disks, Simonida has finally found its
way to the anthological, enduring value of Serbian operatic literature.

Katarina TomaSevié, PhD
(translated by Biljana Ackovski-Petrovic)
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CtaHojno Pajuunh (1910-2000)
CumoHuga, orepa y jeiHoM “nHy

(TTponor, 12 ciieHa, duHane)

Jlubpewio: CraHojno Pajuuuh w Jocurmt Kynyrimh, mpema  jegHOUMHOM
npamonety Kparesa jeceH (1913) MunytvHa Bojuha (1892-1917)

CueHcke Upemujepe:

+ 24.Maj 1957, CapajeBo, HapoaHo mo3opuiTe (Apyra Bepsuja, 2 UnHa);

+ 17. arpun 1958, Beorpan, HaponHo mosopwite (Tpeha Bep3uja, 3 unHa);
« 26. cenrrembap 1968, Beorpan, HapoaHo mo3opwiiite (UeTBpTa BEp3uja, 1 UnH)
+ 3HauajHa n3Bobewa: 16. oxtobap 1969, Beorpan, HaponHo mosopuiute, y
CKJ10Tty TIpBWX Beorpaackux myswuxux cBevaHoctw; 28. Maj 1971, @ectviBan
y Jlo3ann, IBajuapcxka, Teatap Bonvje.

Opxkeciuap: Picc, 2 Fl1, 2 Ob, Cor. ingl, 2 C1, b. Cl, 2 Fg, Cfg, 4 Cor, 2 Tr, 3 Trbn, Tb,
Timp, Batt (Grancassa, Piatti, tamb. picc, Tamtam, Gong, Trgl, Xil, Campanelli),
Ce, Arpa, Archi

Tpajare: 88 MuHyTa

Jluya: MunyTuH, cpricku kpasb (6ac); Kpamsuiia CuMoHWIA, HeroBa YeTBpTa
XeHa (compaH); [JaHwuno, Xxwnanpapckv WrymaH u IOBOPCKU UCTOpUHAp
(6aputoH); Teomopa, KparbeBa cHaxa, CtedaHoBa xeHa (ant); [JyliaH, FUX0oB CUH
(Hema ynora); HoBax I'pebocTpek, BojBona (6apwnToH); I'vjom Anam, dpaHLyckun
vcTMopuyap, Hanbuckyt 6apcku (baputoH); AHa, kpasbeBa Khwt W3 TipBOr
6paxa (MeLo cortpaH), [1pBu dparseBal (TeHop); Ipyrn dparerall (6apuToH);
TTpBU KparbWUumH Tt (corpaH); [Ipyrv KpaybUUMH MaX (MeLo COTIpaH); Hapon,
IIBOpCKe JaMe, [1Ba KparbeBa MaXxa, Kparbera CTpaa; Xop, baner.
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Cuxe

IIponor
Omepa Mo4Mrbe OpKEeCTapCKUM TIPOJIONOM, KOju yBoowt y atmocdepy Koja
1314. rogviHe Bnaja Ha ABOpY kparka MunyturHa Hemamwuha, y INayHuma. Te
TOLIUHE, ¥ PE3VZIEHLIMjU Ce CTaBW KparbeBO TIOMWPEHe ca CTapujuM bpatom
HparytvHom.

VHTuMHa npama MwnyTvHa n CUMOHWIe, BUSAHTUjCKe TIPUHLIEE,
xhepu uapa Anpponuka 1l Ilaneonora, ca xojomM je xpamb 1299. rogmHe,
W3 TIONMUTUHKMX DAasfora, y CBOjoj YETPAECEeTTeToj FOAWMHU CKIIOTMO Bpax
IIOK je OHa 6una Tek TIeTOroAwulitba NeBojuula (y OTiepr —OCMOTOAULIFA),
onurpaBa ce Ha QOHY BpNO CNOXEHe W TPYCHe TIONUTWUYKE CUTyaluje y
CpTicKoj OpXaeu Tora noba. Hapon je oropueH Ha Bnacteny w, joul Bulle,
Ha Kpasba, KOMe HefocTaje UBPCTUHE Oa Ce CYO4u Ca BENUKOM 6efoM 1
MHoruM Hepahama. Tpu cy TonuTuYKe cTpyje Koje Bomy 6opby 3a TpeBnact
Ha TEPUTOPUjU MaJleHe CPricKe ApPXKaBe Kao BEYHOr ,TOTpUilTa bBusaHta n
Puma“ (M. Bojuh). MHtepece 3amana v Puma 3acTyma Hanbuckyt 6apcku,
dpaHuycn vcropuorpad I'jom Anam, xoju Ha nBopy 6opaBu 3ajenHo ca
rpyrioM épareBalia. Hocwnall KOH3epBAaTVBHOI HALMOHANIHOL CXBaTawa je
YTWULIAjHW, BNACTOTbYOUBU U UHTPUraMa CKJI0H XWaHAapckvt UryMan Janwrio,
KOjU UMa TIOLPLIKY W Hajeeher Aena Bnacrtene. OcuUM Tora WITO je UCTOPUK
IIBOpa W KpasbeB NeTormcall, TONUTUYKa HaagMoh nrymada [JaHwno moumnsa
W Ha bpojHumM bpatcTBUMa Kanybepa Koju ApXe ABOp W ApXasy ron bynHoM
mpucMoTtpoM. Ha ueny tpehe momuTuuke crpyje je xpameB cuH Credad
(xacHuje — CtedaH [levaHcku), y3 xora cy Hapoa W jefian Aeo Bojcke. [lowuito je
byHa Kojy je 1314. qurao TpoTuMB olia mporana, CTedaH je 3aToueH y TaMHULIU
y Cxoruby. CredaHoBa XeHa Teonopa ce, ca cuHom [yianom (6ynyhu Llap
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[ywaH), Hanasu Ha MuyTMHOBOM ABOPY Y MOMEHTY y KOMe OCTapenu u
oHemonhanu Kparb, pyKoBoheH jaroBCKWM MHTepBeHLIMjamMa WryMaxa Jlanuna,
omnydyje na ocnerm cvHa. IlojenMHauHe HUTU JWYHWX MODAnHWMX Ipama
Kparsa MwnytvHa, Teomope W mnane kpasbuie CUMOHWZE, Koja je y vme
7by6aBn TpemMa mactopky CtedaHy crmpeMHa Ha Hajeehe XpPTBe, TIOCTYTTHO
TUIETY MPEXY VHIVMBWAYAJIHUX CTpafiakba, FOBOPenv UCTOBPEMEHO O TELIKOM
W HEU3BECHOM TIONIOXA]y Tafalllibe CPTICKe Ap>KaBe.

ToxoM TIpBe TpU ClieHe, Ha [BOPY TPajy TIPUTIPeMe 3a CBEUYaHOCTW W BUTELLIKe
wrpe; Ty cy nomaha Bnacrena v CTpaHu roctvt. M3 ¢parmeHara mwUXoBUX
pasroBopa Tek ce Hacnyhyje peanHa cnvka o 3arylLiybuUB0j KIUMM Koja Blana
Y KparbeBOM oKpyKewy. [IpaBa apamMa onBuja ce y HacTaBky (on IV cuewxe),
Y KOHTPAryHKTy Ca BUTELIKUM WIpama, fa 6u KynmMUHMpana y 3aBplLIHUM
cuernaMa Cabopa (on X ciieHe).

I cuena

W3 pasroBopa TipuHLe3e AHe, xparbeBe hepke W3 TIpBOr 6paxa, ABOjuULe
TbybOTIMTIBMBUX  dparbeBadkux kanyhepa W OBOpCKor Ounjaka (rmcapa),
D03Haje ce 0 MpavHUM 36UBarUMa W CTleTKaMa Meby eBpOTICKUM KI1epoM 1
DIBOPCKOM €JIUTOM TOI' BpEMEHA, Kao W 0 TajHUM, UHTUMHUM TI0jeIUHOCTUMA
13 MuyTUHOBOT XVBOTa. JIBOp ce m3a neba moncMeBa Kparby 360T YeTBPTOr
6paka ca mnagomM CUMOHWUIIOM.

IT cuena

KomeHTtapwiryhm HempexuiHe Hemmpe 1 byHe, HanouekyT [njom AfaM y KpaTkom
CyCpeTy TIPOBOLIMpa CPTIcKor Bojozly ['pebocTpexa fia TOTBpAM [a je 3emiba Y
pacyny. Bojeona My onrosapa na cHara Apyase jol yBek Tioumea y Cabopy.
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III cueHna
[TpnHue3a AHa 0TBOPEHO TUTa UryMaHa [laHwna jecy v UCTUHWTE IT1acuHe fa
he xparb ocnerteTvt cuta Credana. MsberaBajyhn nupekrtan onrosop, anwno
WUCTUYe [1a je [JOTTPUHOC CTabUIIHOCTU 3eMIbe JoHeo Mvpehin Kparba ca bpaTtom
OparytmvHom. [vjom Apam cny™ na CredaHoBo 3atoueHWITBo y CKOTUbY
HUje Kpaj MwiyTuHOBe OCBeTe, HO UryMaH JlaHuno, mosusajyhn ce Ha cBOjy
WUCKJbyH4UBY TIocBeReHOCT BepU U LIPKBEHUM TIOCII0BUMA, Herupa fia 6uino wra
0 ToMe 3Ha. ClieHy 3aKsbyuyje rasiaHTHa U rpaLmno3Ha, PeHecaHCHUM [yXOoM
obojeHa urpa nBopjaHa (baneTcka cleHa).

& o

IV cuena
YV Toky cy Burtelnke wrpe. Jlox LBOpjaHU TIpaTe HanMeTare (XOp), WrymMaH
Haruno mpecpehe xparba v caomutara My na he Cabop jour ucTe Beuepn
Ol Fera TPaXXUTU [1a OCTleTUberbeM cBupero kasHu CtedaHa 3a w3gnajy. [lon
TIPUTWUCKOM UI'yMaHa, Koju ra HajTipe yro3opasa [a My je ,3eMrba Tpyna“, a
TIpeTEHZIEHATA HA TIPECTO — MHOrO, a TIOTOM MYy TIoTXpawyje Beh mocTojehy
cyMiby Yy 7byb6aB nsmeby CredaHa n CvimMonune, MwiyTvH je cripemaH fa
rotrmie onnyky Cabopa. [lBopjaHu xnvdy BojBoaw ['peboctpexy, mobenHuky
BUTELIKUX Wrapa, a Kpasb Ce TIOBlaun y CBOje ofaje.

2
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V cueHna
[Towrro je uyna xparseBe peun, Teopopa, CTedaHoBa XeHa, TIoKy1IaBa 1a Y UMe
MaJsleHor cuHa JlymaHa YMWIOCTMBU WIYMaHa, He 6U I yTULIA0 Ha Kparka
Ia mpoMenn opnyky Cabopa. O4ajHa, Hyow My 371aTo, CBOj COTICTBEHW BUZ
W XMBOT, anvt je [JaHWio paBHOAYIIHO ombwja, 3aknarbajyhm ce ToBOXHWUM

60

TIOLITOBateM BpXOBHe Mohw kpama. CredaroBo cnerwno 3a Teopopy je
VCTOBPEMEHO U CMMOOJ Mpaka y Koju IBOP U 3eMsba TOHY (apuja, TeopopvHa
Ty>xbanuia: ,Ja BUOUM CBY[ pasBasbeHa cena...”).

& o
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VI cuena
I[lpen omajama kpamuue CuMoHWAe, [Ba TaXa pacrpelnajy O IBOPCKUM
TajHama 1 0 MORHOM yTuUlajy ryMara JlaHwna Ha kpasea u Ha Cabop.

L
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VII cuena
TMoxywaBajyhwm pa criace Credara, Cumoruza ce obpaha vrymany Hawuiy,
TIpenl KojuM He Kpuje CTpacHy JbybaB Kojy oceha rpema mactopky. [pen
HarunoM ce ofsvja u CUMOHWMANHA UCTIOBECT O CAMOTHOM W TTyCTOM XWUBOTY
Y3 ocTapenor kpama (apnja Cumonnge). Kpambuia moxylasa Ha uryMaHa na
yTVYe TIpeTHhaMa v yBpedaMa, Hyrehun My Tornoxaje, a Hajsan — v cebe camy
Kao 3anor 3a CredpaHoBO MOMWIOBame. Y TOM TPeHy Ha KPaTKo TOJbyibaH,
HAaKOH BEeJIVKOI MOHOJIOra O BJIaCTW, OPXaBU W ofpuliamy, HaHwio opnasu.

CuMoHnza ocTaje o4ajHa v caMa. JedVHO LITO joj jolll TIpeocTaje jecTe fa UCTe
Beyepu ToKylLIa a YMWIOCTUBU Kparba.

P

VIII cuena
V KparbMUMHMM Ofiajama, ABOPKWHbe GE3YCTIElIHO TOKYLIaBajy TecMoM fa
paseeape v ymvpe Cumornay. [Maxmy mnane kparbulie, MehyTUM, HULLTA He
MOXe 0OBPaTUTU 01 CYMODPHUX MUCTIN U DE3UTHUPaHOT 6e3Haha.

®
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IX cuena (Tpeha xjby4dHa clieHa)
Y monympakxy kparbeBe cobe, CuMoHWAR AoYekyje MunyTuHa, HacTojehn na
ra yBepun y COTICTBEHY TIPUBPXXEHOCT. v KpajbeBOM OpaMaTUHHOM o6pa‘{yHy
ca CUMOHJIOM, CMetbyjy Ce HexHa JbybaBHa oceharba, U3NMUBU TbybomMope n
beca. CyOL{eH Ca Tparn3mMoM COTICTBEeHOr T[OHO}I(&]&, U3MYy4eH NpPXaBHUYKUM
HeycTecuMa, Kpasb je HartylUTeH 1 caMm, OTIXPBaH CTPaxoBUMa, pasareT umeby
ponuTerbckor 6oa 360r CUHOBILEBE U3laje W Kajarba 300r CBUpeTTe KasHe Kojy
My je Hamenwo. [Tocnenwu CUMOHUIUH TIOKYLIA] [a Of Kpasba U3LejCcTByje
TIOMWJ10Barbe [07nasu TpexacHo: UrymMaH L[avao 060]8 nx obaBelliTaBa na
rnacHuk Beh xuta xa Cxoruby, rie he Ctedar cneneher jyTpa 6uTv ocrerybeH
W HAKOH TOra TporHaH U3 3eMjbe.

 — - 0 0
X cueHa

KomeHTapuiryhn UnH ocnerbersa CTedaHa 1 KparbeBy OYLIEBHY aroHWjy, Ha
Cabop MPUCTUXY BRACTesna, CBELITEHULM W BOJHWULIW (MYLIKW XOD, acakarba).
_ 0
XI cuena

Ha camom pyby nynwna, Kpasb Bullle HeMa HauvHa fia 3ayCTaBU [TlacHUKa 1
cripeun CredaHoBo cTpanarse. Bnact je, kao v cBe Opyro, n3rytmo. CTBapHu
rocrionap forabaja, uryMax [JaHuo, JOBOLU UCLIPTUbEHOTr Kparba ipefl Cabop
KOjyt My JIULIEMEPHO KINHe.
D . 4

XII cueHa n ®uHane
CredaH je ocneruben. Ho, fa nu je To Tex roueTak HOBUX Hecpeha? PesurHupHa,
CvMoHuzaa ocTaje caMa, a U3 Jla’bUHe AOTMpe TypobHa TyXb6anuia Hapoza
HaZ COTICTBEHOM W CYyNOUHOM CPTICKe, TIO TIaTHM 3HAHE 3eMIbE.
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Stanojlo Raji¢i¢ (1910-2000)
Simonida, one act opera (Prologue, 12 scenes, finale)

Libretto: Stanojlo Raji¢i¢ and Josip KulundZi¢, based on the one act drama The
King's Autumn (Kraljeva jesen, 1913) written by Milutin Boji¢ (1892-1917)

Stage premier:

+ May 24, 1957, Sarajevo, National Theater (second version, 2 acts);

» April 17, 1958, Belgrade, National Theater (third version, 3 acts);

- September 26, 1968, Belgrade, National Theater (fourth version, 1 act)

« Significant performances: October 16, 1969, Belgrade, National Theater, part
of the first Belgrade Musical Festival; May 28, 1971, Festival de Lausanne,
Swiss, Théatre Beaulieu.

Orchestra: Picc, 2 Fl, 2 Ob, Cor. ingl, 2 Cl, b. Cl, 2 Fg, Cfg, 4 Cor, 2 Tr, 3 Trbn, Tb,
Timp, Batt (Grancassa, Piatti, tamb. picc, Tamtam, Gong, Trgl, Xil, Campanelli),
Ce, Arpa, Archi

Duration: 88 minutes

Characters: Milutin, Serbian king (bass); Queen Simonida, his fourth wife
(soprano); Danilo, prior from Chilandar and court historian (baritone); Teodora,
the king’s daughter in law, Stefan’s wife (alt); Dugan, his son (no role); Novak
Grebostrek, duke (baritone); Guillaume Adam, French historian, archbishop
from Bar (baritone); Ana, the king's daughter from his first wife (mezzo
soprano), First Franciscan (tenor); Second Franciscan (baritone); The Queen’s
First Page (soprano); The Queen’s Second Page (mezzo soprano); people, court
ladies, two of the king’s pages, court guard; choir, ballet.
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Summary

Prologue
The opera starts with a prologue by the orchestra, which introduces us to the
atmosphere that dominated the court of King Milutin Nemanji¢ in Pauni in
1314. That year a celebration was to be held in the residency to mark the
king’s reconciliation with his older brother Dragutin.

This intimate drama of Milutin and Simonida, the Byzantine
princess daughter of King Andronicus II Paleologus, whom the king married
in 1299 in his forty-fifth year for political reasons, while she was a mere five-
year old (in the opera — eight-year old), is played out against the backdrop
of a highly complex and volatile political situation in the Serbian state of
the time. The people were embittered by their feudal lords, who lacked the
strength to confront poverty and many hardships. Three political fractions
were fighting for dominance on the territory of the tiny Serbian state as the
eternal “battleground of Byzantine and Rome”(M. Boji¢). The interests of the
West and Rome are represented by the Archbishop of Bar, French historian
Guillaume Adam, visiting the court together with a group of Franciscans. The
character who personifies the conservative national beliefs is the influential,
power-hungry, intrigue-prone prior Danilo from Chilandar, who enjoys the
support of the majority of the feudal lords. Besides being the court historian
and king’s chronicler, the political superiority of prior Danilo is also based on
the numerous monks of the same order who kept the court and entire state
under their watchful surveillance. The second political fraction is headed by
the king’s son Stefan (later to become Stefan Decanski), who is supported by
the people and part of the army. Since the rebellion he raised in 1314 against
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his father failed, Stefan was held captive in a prison in Skopje. Stefan’s wife
Teodora, together with her son Du$an (later Emperor Dusan), is in Milutin's
court at the moment when the now old and weakened king, directed by the
interventions of prior Danilo, decides to blind the son. Certain threads of
the personal ethic dramas of King Milutin, Teodora and the young queen
Simonida who, due to her love for her son in law Stefan, is prepared for the
greatest sacrifice, gradually weave a web of individual suffering, at the same
time talking about the difficult and uncertain position of the Serbian state at
the time.

During the first three scenes, the court is in the midst of its
preparations for the festivities and knights tournament; local lords and
foreign guests are present. From the fragments of their conversations one
can only feel a hint of the realistic picture of the claustrophobic climate that
marks the king’s environment. The real drama unfolds in its continuation
(from the 4th scene), in the counterpoints with the knights’ tournament, only
to culminate in the closing scenes of the Council (from the 10th scene).

1%t Scene

From the conversation held between princess Ann, the king's daughter from
his first wife, two inquisitive Franciscan monks and the court scribe, we learn
about the dark events and intrigues amongst the European clergy and court
elite of the time, as well as of the secret, intimate details from Milutin's
life. The court is laughing at the king behind his back because of his fourth
marriage to young Simonida.
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2" Scene
Commenting on the continuous riots and rebellions, during their short
meeting the archbishop Guillaume Adam provokes the Serbian duke
Grebostrek to confirm that the country is falling apart. The duke answers
that the strength of the state is still based in the Council.

3rd Scene
Princess Ann openly asks prior Danilo whether rumors that the king will blind
Stefan are true. Avoiding a direct answer, Danilo says that he contributed to
the stability of the country by reconciling the king with his brother Dragutin.
Guillom Adam suspects that Stefan’s imprisonment in Skopje is not Milutin's
final revenge. However, prior Danilo, calling upon his exclusive dedication
to his faith and church issues, denies that he knows anything about that.
The scene ends with a gallant and graceful, renaissance-like dance of the
courtiers (ballet scene).

4*™h Scene
The knights’ tournament is underway. While the courtiers are carefully
monitoring the tournament (choir), prior Danilo intercepts the king and tells
him that the Council will ask him to cruelly punish Stefan for his treason by
blinding him that very evening. Under pressure of the prior, who first warns
him that his “country is rotten, while pretenders to the throne are many,
after which he stirs up his already existing doubts about the love between
Stefan and Simonida, Milutin is ready to sign the resolution of the Council.
The courtiers salute Duke Grebostrek, the winner of the knights’ tournament,
while the king retreats to his private chambers.
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5th Scene

Having heard the king's words, Teodora, Stefan's wife tries to plea with the
prior for mercy in the name of her young son Du$an, to try to influence the
king to change the Council’s decision. Desperate, she offers him gold, her own
eyesight and life, but Danilo indifferently refuses, hiding behind the alleged
respect for the king’s supreme powetr. For Teodora, Stefan's blindness was also
a symbol of the darkness that the court and country are sinking into (aria,
Teodora’s lament: “All I see around me are demolished villages...").

6" Scene

In front of queen Simonida’s chambers, two pages are gossiping about court
secrets and the powerful influence that prior Danilo has on the king and the
Council.

7th Scene

In an attempt to save Stefan, Simonida approaches prior Danilo, from whom
she does not hide the passionate love she feels for her stepson. Simonida’s
confession of a solitary and empty life with the elderly king (Simonida’s aria)
also unfolds in Danilo’s presence. The queen is trying to influence the prior
with threats and insults, offering him position, and finally herself as a pledge
for Stefan’s pardon. At that moment slightly undermined following a grand
monologue on power, the state and renunciation, Danilo leaves. Simonida is
left behind desperate and alone. The only thing left for her to do is to try to
induce mercy in the king that same evening.
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8th Scene
In the queen’s chambers, the court ladies are unsuccessfully trying to cheer
up and soothe Simonida with songs. However, nothing can turn the young
queens attention from gloomy thoughts and resigned despair.

9th Scene (third key scene)
In the semidarkness of the queen’s chamber, Simonida awaits Milutin, trying
to convince him of her loyalty. In the king's dramatic clash with Simonida,
gentle emotions of love are replaced with outbursts of jealousy and rage.
Faced with the tragedy of his own position, tormented by state failures, torn
between a father’s pain caused by a son’s betrayal and regret because of the
cruel punishment he had in store for him. Simonida’s last attempt to try to
wrangle a pardon from the king comes too late: prior Danilo informs them
both that a messenger is already on his way to Skopje, where Stefan will be
blinded the following morning and banished from the country after that.

10th Scene

Commenting the act of blinding Stefan and the king's spiritual anguish,
feudal lords, clergy and soldiers arrive at the Council (men's choir).

11" Scene
On the brink of madness, the king has no way to stop the messenger and
prevent Stefan's suffering. He has lost power, along with everything else. The
true master of events, prior Danilo, escorts the exhausted king to the Council,
which hypocritically cheers him.
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12th Scene and Finale

Stefan is blinded. Yet is that merely the beginning of new misfortunes?
Resigned, Simonida is left alone, while the gloomy lament of the people of
their own fate and the fate of the Serbian nation, known for its suffering,
comes from afar.
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HA JIUIIAPY

Llnknyc mecama 3a bac n opkecrap, 1951.

LIMKJlyC YMHW TIET Ttecama KOMTTOHOBaHUX TpeMa ofabpaHuM CTUXOBUMA
36vipke Ha Jlutiapy (1886/7) Bype Jakumha, HyBeHOr CPTICKOL TIECHUKA W

YMETHNUKa POMaHTUHapCKe ertoxe.

MUJEM

[njem, Tvjem, an’ y muhy
jOlLI Ce HVKaz He OCMeH'y;

Kao [a je pyjHUM BUHOM
Bor monuno xnapHy creny!

[TocpHe n'Mm KaTkaz Hora,
IPYXUHa Ce nyna cMuje,
a'ce 6p30 cMexa Tp3a,

KO o[} jepa JbyTe 3muje.

A ja vjem, joulte rinjem,
YTOM MMU Ce Cplie Tapa,
hyTtehw ce camo urpam

JbYTVIM BDXOM Of} XaHL1apa...
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CIIOMEH

MpauHa Mu je TecHa coba
CeHKa LIpHor rpoba.

V cobuLnt HULITa HemMa

10 TWLIVHA HeMa.

Y jour jenHo TaMHO ropw,
Kpajy ceha cxopu.

Ha camptnt cunHo c’'6opw,
xohe Jia “3ropn.

CriomeH To je LipHe HORK
xaz he rpoby mohu,

Ha camptu xan je muna
Majka Moja bwia.

Kanawno 6m yxexeHo.
Bneno nuue weHo

6elle TaMHO OCBET/bEHO.
Terno moxpuseHo.

*

[TounBalle X'0 y cay,

ax, Moj 6enu faHy.

AX, Te 1ITO MW iaHe IpaHy
Beh Me camia MaHy.

CaH Ha cBeTy,

camall, 6e3 romohu,

cam ce BepeM TI0 LIpHOj HOMw,
W y3AWLIEM TIO TELIKO]j 3710AU.
Kap he xpajton vacax nohu!

MOJA MHUIIKA

YecTo MnamMom TiaHe nulle,
3aKape ce jarogwuiie,
Kao fa Me Myue, 61jy,

PyMeH fioheM Lo ouwjy.

Co TUM >kapom y o6pasu,
Jla Me HelTo Munka criasu,
3aLes10 6w TIoMucanna

na ce 7by6aB y KpB CIUna.

3arby6rbeHa, yMubara,
rana 6w Mu 0KO BpaTa,
oceR’o 61 cpLe weHo
KaKo Urpa pa3npaxeHo.

A 0KO Me YapHo Imena,
a bene Me pyke rprne,
YCHULIE Cy CNATKOr Mefa

Ha Mojuma nsympre.

0j, neojxo! Oj, aHhene!
OrnBvj TBoje pyke berle.
Mexa pyxa TBpLO CTEXE,
TIOTbYTILIM Me caropele.

[Tnamtun nuue, cpue ropw,
Tebe xapka JbybaB MopH,
anu MeHe packuzalie
MJlazia cplia cTape paHe.

Ax, xnoHy11Ie pyKe bere,
cTUiIalle ce rpynn 6ajHe,
Me[Ha yCTa HULI' He BeTe,
anv 36ope cyse cjajHe.



BEYE

Jecte nv Mun pon cupounhin Mann?

Mn’ cy u Bac, MOXZa, jaavt OTpOBanun?
Vv Bac je cnabe, TPOrOHMO CBET,

Ta fiohocTe caMo, [ia, Kaf JbyAe 3HaMmo,
Ia ce U MU MaJo 6orbe YTio3HaMmo,

y BOTIEBY TY>XHOM TieBajyhwn ceT?

Mwu cMo Marne, an’ cmo 3Hane

Ila Hac Hehe HUKO XTeTw,

HUKO CMETW Tako BONETH

Kxao ™. Anjyhm!

Moje Tuiie nerte, jeanHn opyrapm,

Y HOBOME CTaHy TIO3HaHULIV CTapw,
Cplie BaM je nobpo, tecMa BaM je Mef;
ann Moje cplie, anu Moje rpyan
JIeZIEHOM Cy 371060M pa3bvijanu rbyan,
Tia ce MeCTo Cplia yXBaTWo Jef.

C 6enom bynom, ca 3ymbyrom,
LIApPeH pajeM, pajckuM Majem,
LBehieM, MUpoM, ca NeMTUPOM,
JIeTVMO TU MU cpLa TormTv. Avjyhn!

Moje Tnue Marne, jaaHu cupoTanw!
TTpounn cy Me [aBHO MOjU JIeTIN IaHW,
yBero je LBefie, opbero je Maj,
a Ha Ayum ocTa K'o ckpxaHa 6urbka,
W1 K'0 Ty>XaH MWPWUC YBeJIor 60CUIbKa,
jenHa Tellka paHa, Texak y3ancaj!
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MMOHO®R

[ToHoh je.

Y LIpHOM TU1ALITY HEMa 6OTUHba,
cnobonHe Lylle TO je CBETUMbA.
To rnyBo 1063, Taj LIpHU Yac.
An’ xaxaB rnac?

[To TamMHOM Kpuny HeMe TIoHohm
K'0 IphaH Tanac jenaH jenuHun
Ila ce TI0 MOPCKOj Barba TTyUUHU,
7laraHo xyjv X'o Aa ymupe,

W' Aa U3 LipHe 3eMJbe W3BUpe.
Moxpa To [iycvt 3eMJbe roBope?
Uin’ 3emMrba KyHe CBOje Tokope?
Wn' Hebo, MOXAa, farbe TIyTyje
Ila MOJjy KJIeTBY BWLLe He Uyje?
[Ta 3Be3ze mnady, Hebo TyTyje,

TIOCTIeilU TIYT Ce C 3eMJbOM pyKYje.

I1a 3ap na Heba CBETY HecTaHe?
[1a 3ap fa 3emMrbU Bulle He CBaHe?
3ap na ocTaHe Tama?

U xop ce uyje....

[an’ moHoh TaMo MVpHo Ty Tyje?
Hw Basnyx Tako TWXO He rasu.

K'o na ca oHor cBeTa nonasu?

Vn’ xpagom obnax uae HaBwuiie?
VIn’ 60’HUK KaKaB TeLIKo y3auiie?
Vin’ anh’o menem c Heba [oHOCU?
Vn’ owtpy xocy Aa ra moxocu?

[a rby6aB He nne? [a 3noba Huje?

Moxxpa ce xpaze nia HaMm ToTje
W OBY je[iHy “allly pafiocTu?

W', Moxa, cysa uze Xanoctu,
11a Hac 0poCu TYXHa Karubuia?
Mnv Ham mpTBe Bpaha 3embuLa?

Bpara wxpviHyie...

O. nyute!l O, Muna cenu!

0, Majko mojal O, bnaro meHu!
MHoro je naHa, MHOro rofiuHa,
MHOIO je TOpKvX 610 UCTUHA,
MHOI0 MU TIyTa ApXTalile [Pyan,
MHOI0 MW CpLia Lierallle Jbyaun,
MHOT0 caMm Kaj'o, MHOr'0 I'pelino
W X71afHoM cMphy cebe Tewmo;
MHOT'y caM FOpKY Hallly TIoTvO,
MHOIM CaM KOMafl Cy30M TOTIUO...
O, Majko, majko. O, Muna cenu!
Otxan Te, Majko, HUCaM BUAED,
HUKaKBa ob6pa HUCaM BULEO...

Vin’ Mmoxkna muenwit: ,Ta, nobpo my je,
Kall OHO TUXO TKarbe He uyje,

LITO TIAyK Be3e XWULOM TaHaHOM

HaZl OHUM HaIUM LIPHUM TaBaHoM!
Meby mbyn'Ma je, Meby 6nvoxrumal”

An’ 3710 je, Majko, GUTU Meh’ UMa:
0L pyKy ¢’ 3711060M TaKocT TIyTyje,
¢’ tbIMa Ce 3aBUCT 6paTCKun PyKyje;
a N1aX Ce yBeK OHIe TIOXOAW,

I7le UX TIO CBETY TIOANOCT TIPOBOA;
71acKa VX OBOPU, U3LAjCTBO CIIYXW;
a HeBepa ce ca mbuMa ApyXW...

O, Majko, MajKo, CBET je TaKoCTaH,
SKWBOT je, MajKo, BPJ10 XKaJloCTaH...
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ON LIPAR

Cycle of songs for bass and orchestra, 1951.

The cycle consists of five songs from the poetry collection On Lipar (1886/7)
by Pura Jaksi¢, famous Serbian poet and artist of the Romanticism epoch.

I DRINK

[ drink and drink and yet [ never
In the drink my solace find;

As if God himself were drowning
Sad grey rock in blood red wine!

And if sometimes my legs falter,
All my friends will laugh outright,
Yet they quickly fall back silent,
As if touched by viper's bite.

Still I will not stop my drinking,
And my heart in twain I rip,
And in deadly silence play I
With the deadly sabre’s tip...

Translated by Vuk Simi¢ (2010)
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MEMORY

Tight and darksome is my room

A shade of a black tomb.

Nothing with which the room to fill
But silence standing still.

Another light there darkling burns,
A candle smaller turns.

A certain death it strongly spurns,
For final flames it yearns.

That is a dark night I recall

When she donned her deathly pall,
My mother dear drew her last breath
On her bed of death.

The light before the icon raced.
The pallor of her face

Was in an utter dark embraced.
Her body was enlaced.

She lay like in a sleepy daze,
Alas, my pallid days.

No sooner had she shone her rays
[ took to my lone ways.

Alone in this world, without might,
Alone [ stumble in dark night,

And sigh in grievous evil's spite,
Waiting for my last respite!

Translated by Sergej Macura (2010)

MY MILKA

Oft my face with fire flows,
And my cheek in flushes glows,
As [ feel a racking beat,
Ruddiness and my eyes meet.

If my Milka were to spot

My loving aspect so red hot,

She would think it not a dream

That love flowed through my bloodstream.

So enamoured, of sweet face,
She would fall in my embrace,

[ would feel her darling breast
Beating thrilled with ne'er a rest.

And I feel her dark-eyed charms,
Folded in her fair white arms,
Honey-sweet lips of my fay

On my lips have died away.

Oh my dear angelic girl!

[ beg you your arms to unfurl.
Your soft hand is tightened hard,
And your kisses made me charred.

My face blazes, my heart is rent,
And you suffer love’s torment,
But [ have been torn in twain
By old wounds of a young heart.

Ah, her darling white arms dropped,
On her chest a silence fell,

Words from honey lips have stopped,
But the gleaming tears do tell.

Translated by Sergej Macura (2010)
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VAS)

EVENING

Poor little dear ones, are you of kin to me?

Or have you, too, been poisoned by life’'s misery?
Or the world gave you pursuit as the only choice,
So you came here, now when menfolk we can tell,
So that we should acquaint one another full well,
While in a duet you sing in plaintive voice?

We are slight, but we knew all right
That none would welcome us out there,
None would dare love us with such flair
As you... Tweet-tweet-coo!

My beautiful birdies, my only friends bestowed,

My longtime acquaintances in a new abode,

Your hearts are all kindness, your song is honey-nice;
But my wretched heart, but my poor breast are chill,
As people have shattered them with their wintry ill,
So instead of a heart, my chest is filled with ice.

Wings we wield in poppy fields,

Through heaven grey, in celestial May,

In blooms and grace butterflies we chase,

We fly all parts and thaw the hearts. Tweet-tweet-coo!

My dear little birds, wretches without power,

It has been a long time since my finest hour,
Flowers have all withered, May has bid goodbye,
And on my soul left, like a plant crushed and bent,
Or like a wilted basil's melancholy scent,

An imperishable wound, and a heavy sigh!

Translated by Sergej Macura (2010)

MIDNIGHT

Midnight,

A silent goddess, and so darkly dressed.

For the free soul she is a saint thrice blessed,
That dead of night, the clock’s black hand comes round...
But what's that sound?...

On the dark wing of the silent midnight,

Like a single wave terrible to see,

Rolling out water o'er the open sea,

It moans as though it's dying frightfully,

Or rising from the earth so hauntingly.

Perhaps the heavens themselves move away

So that no more one hears the curse [ say?
Perhaps the stars moan and the heavens cry,
Greeting the earth one last time with their sigh.
Can it be that the earth has lost the heavens?
Can she lose that spark the stars have given?
Can she remain

Forever dark?...

But [ hear steps....

Can it be that midnight softly goes?

Not even the air can move with such a calm,

As though it comes from the other world’s realm.
Is it the secret sound of clouds which rise?

Is it a sick man who painfully sighs?

Is it an angel, come with heavenly cure,

Or with sharp scythe, to take the sick with her?
Is it Love coming? Or is it Malice?

Perhaps it comes to drain drops from my chalice,
The final drops of joy abundant, clear, 77
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Perhaps what comes is only sorrow’s tear
To sprinkle sadness down upon our eyes.
Or is it earth, helping the dead to rise?

A door creaks....

0 you soul! O dear ghost!

O my dear mother, that I loved the most!

How many are the days passed, many years!
Much truth have I discovered, to my tears.
Many times was there trembling in my heart,
Many times have man torn my soul apart.
Often have I sinned, repented often;

With cold death have I wished my lot to soften.
Too often drank I from the bitter cup;

Too often with tear-soaked bread have [ made sup.

O my dear mother, dearest memory!

Since that time when [ did the last see you,
There has been little good for me to view.

You think perhaps, ,All's well with him, my dear;
None of the weaving of webs does he hear,

As across the ceiling the spiders creep

Under our attic with its darkness deep.

He is all right down there ‘midst love and men.”
You do not know how terrible it's been.

Here Malice travels arm in arm with Spite;
Envy is always with them as by right!

And Mistruth's always nearby to be found;

And Baseness leads them as they move around!
Flattery serves them, Treason stands in wait,
And Disloyalty rings before their gate.

O mother, dear, the world’s wicked place!

I live here, mother, terribly disgraced.

Translated by Vasa D. Mihailovich®Milne Holton

(Published in: Milne Holton and Vasa D. Mihailovich,

Serbian Poetry from the Beginnings to the Present,
Yale Center for International and Area Studies,
New Haven, 1988, pp. 165, 166)
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Buorpadcke beneuike / Biografical notes

Oyuian MunapuHoBuh (Beorpan, 20. 11 1924 - Jluwi, AycTpwja,
30. XII 2007), oupureHT. [urnomMvpao comno-TieBarbe (1948) v nupurosare
(1953) Ha Mysuukoj akanemuju y Beorpany, rae je xao mpodecop pyxoBoon
panom Ortepckor cryamja (1956-1962). On 1949. nenyje xao aupureHt Orepe
Haponor mosopwviuta y Beorpady, a BpLW W Oy>XXHOCT AupekTopa (1969-
1973). ITapanenHo je avpureHT Orepe n Ownxapmonvije y HoBom Cany.
OcHvBad je n aupureHt Kavpcke ¢unxapmoruje (1961-1964). On 1966. .
pykxoBonuo je xopom Beolpagcku magpuliaAuciiu.
Kao ovpureHT n menaror ca 3araxxeHuM ycrexoMm je
rOCTOBAO LIVPOM CBeTa. VIcTuue ce 1eroB A0TPUHOC
TyMauery My3UHKOCLIEHCKOT, KaKoO WHOCTPaHOr
(Hrip. Paacuiad — Bepou; [Tukosa gama — HajkoBcky;
XosaHwyuHa — Mycoprcku), Tako U HaLWUOHANIHOT
perteproapa (KHes og 3ettie - II. Kowosuh;
Oxpugcka aeteHga — C. Xpuctuh; Cumonuga — C.
Pajuunh). Buo je 1 myroronuilitbsu ycrelias IpUreHT
xopa ,Beorpagckv Mamgpwranuctu®. 3a [orpuHoce
HALIMOHAJTHOj KYJTYPU ONJINKOBaH je opAeHoM CBeTor
CaBe, a0 W ApyrUM 3Ha4ajHUM TIPU3HabUMA.

Dusan Miladinovié¢ (Belgrade, February
20, 1924 - Linz, Austria, December 30, 2007),
conductor. Graduated solo singing (1948) and
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conducting (1953) at the School of Music in Belgrade, where he managed
the work of the Opera Studio from 1956-1962 as a professor. From 1949 he
was a conductor of the Opera of the National Theatre in Belgrade, and from
1969-1973 he acted as the Director. Simultaneously, he was the conductor of
the Opera and Philharmonic Orchestra in Novi Sad. He was the founder and
conductor of the Philharmonic Orchestra of Cairo (1961-1964). From 1966
he managed the choir of Belgrade Madrigalists. As conductor and professor
he performed all over the world with considerable success. His contribution in
the interpretation of musical-stage opuses especially stands out, for foreign
(e.g. Falstaff —Verdi; The Queen of Spades — Tchaikovsky; Khovanschchina
— Mussorgsky), as well as national repertoire (Duke
of Zeta — P. Konjovi¢; Legend of Ohrid - S. Hristi¢;
Simonida - S. Raji¢i¢). He was awarded with the
decoration of Saint Sava for his contribution to
national culture, as well as with other significant
acknowledgments.

JKuBan Capamanauh (Beorpap, 2. 1V 1939),
npBak Ormepe HapopHor mosopuuita y bBeorpapy.
[TeBame yuno xop 3perke 3uxose. Op 1966. HacTyTia
Kao conucta Beorpazcke orepe, ¢ X0joM je roCcTOBaoO
y CCCP-y, TIlomckoj, Yexocnosaukoj, Hemaukoj,
Benuxoj Bpwranumjn, llmanujn. OcTBapuo n Hu3
3arakeHnx CaMOoCTalIHUX [OCTOBaba Yy Bapiiasu,
HabnwHy, Byoumrmeiwtv, Ilpary. InaBHe ynore:
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Bopuc T'ogyHos, Hsan CycaruH, Myciiada, I'pjemun, KpayH, Meducilio.
Hactymao y Borbiiom Teatpy y MocksBn 1 MeTporonuTeH ortepu y Hbyjopky.
Y3 yCreluHy orepcky Kxapujepy, CTeKao je TIOTTyJ1apHOCT U Kao VHTepripeTaTop
PYCKMX pOMaHcu. BaBu ce 1 Menarolkum paiom.

Zivan Saramandi¢ (Belgrade, April 2, 1939), Primo Divo of the
Opera of the National Theater in Belgrade. Zdenka Zikova was his singing
teacher. He started performing as a soloist of Belgrade opera in 1966, and
with it he performed in the USSR, Poland, Czechoslovakia, Germany, Great
Britain, Spain and other countries. He will also be remembered for a number
of significant performances in Warsaw, Dublin,
Budapest, Prague. Main roles: Boris Godunov, Ivan
Susanin, Mustafa, Griemin, Crown, Mefisto. He
performed in the Bolshoi Theatre in Moscow and
the Metropolitan Opera in New York. Together with
a highly successful opera career, his popularity also
soared as an interpreter of Russian romances. He
also works as a vocal pedagogue.

Bjepa MwupanoBuh-Muxuh, mpsamma
Ormepe HapopHor mosopuuita y Beorpany. PoheHa
y [Ilogropuiun, gpwrmomupana je TieBame Ha
My3nukoj akanemuju y CapajeBy (knaca b. JJaHoH).
YcaBpiuasana ce Ha KparbeBcKoM KOH3epBATOPUjyMy
y Bpuceny (J1. leBoc) 1 Ha akanemujn ,Mouapreym”
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y Canubypry (K. Bopr). Buna je ¢uranucra vyBeHor ,Bensenepe” koHkypca
y Beuy. Tebutorana y CapajeBckoj orepu (1971), 6una je mpeakuma Omepe
Cprickor HaponHor To3opuiita y HoBom Cany (1985-1988). On 1988. cTanHa
ynanuua HIT y Beorpapy, octBapuna je oko 25 ynora OpamMcKor v IMPCKOr
cortpaHckor daxa, on kojux cy BaxHuje: Auga, JleoHopa (Moh cygbune u
Tpybagyp), lezgemona, Tocka, JTuy, o Ho Cax, Mumu, Cantiyua. locToBana
je Ha CBUM OTIepCKUM ClieHaMa 6uBlie Jyrocnaeuje, y AycTpwjn, Benrujn,
Utanujn, Benopycujn, ®panuyckoj, Pymynunjn, Upaky, Yeukoj, Cnosauxoj,
I'puxoj. Hactymana je Ha emuHeHTHUM dectuBanuma (Beorpapn, JbybrbaHa,
IybpoBnuk, Barmazn, TemwiBap), Kao CoOnUCTa Y BOKIIHOCUMQOHWjCKUM
nenumMa (Bepow, Pexsujem; Ilepronesv, Ciiabaii Matwiep; Opd, Kapmuna
Bypaha), v Tipupenwna Benvikvt 6poj como-pecutana. HbeHn MHoro6pojHun
CHUMLIV eMUTOBaHU Cy Y 3eMJbW U UHOCTPAHCTBY. 3HauajaH AOTPVHOC PasBojy
My3UKe y 3eMJbit Aasa je n3BoheryMa U CHUMLIMMA [lefla CaBPEMEHUX ayTopa.
[oBUTHUK je BULLIe UCTAKHYTWX Harpana v Tpu3Harba.

Vjera Miranovic'-Mikic', Prima Donna of the Opera of the National
Theatre in Belgrade. Born in Podgorica, she graduated singing at the School of
Music in Sarajevo (with B. Danon). She improved herself studying at the Royal
Conservatory in Brussels (with L. Devos) and the Mozarteum Academy in
Salzburg (with K. Borg). She was one of the finalists of the famous Belvedere
Competition in Vienna. Having debut in Sarajevo Opera (1971), she was Prima
Donna of the Serbian National Theatre Opera in Novi Sad (1985-1988). From
1988 permanent member of the ensemble of Belgrade Opera, she performed
in 25 drama and lyrical soprano roles, the more important ones being: Aida,
Leonora (La forza del destino; Il Trovatore), Desdemona, Tosca, Liu, Cio
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Cio San, Santuzza. She performed as a guest soloist at all opera stages of
the former Yugoslavia, as well as in Austria, Belgium, Italy, Belarus, France,
Rumania, Iraq, Slovakia, Greece. Participating on important music festivals
(BEMUS - Belgrade, Ljubljana, Dubrovnik, Baghdad, Timisoara), she was a
prominent soloist in vocal-instrumental works (Verdi, Requiem; Pergolesi,
Stabat Mater; Orff, Carmina Burana) and gave numerous solo recitals. Her
recordings were broadly broadcasted in the country and abroad. Greatly
contributing to the development of music in the country with numerous
performances and recordings of the works by contemporary authors, she is
awarded with significant acknowledgments.
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Hukona Mutuh (Hwu, 27. X1 1938), 6aputoH,
mpBak Omepe HapopHor mosopwiira y Beorpapy.
HaxoH 3aBputeHe Cpefitbe My3UHKe LIKOTE ,JOCUTT
CnaBeHcxn” y Beorpagy, cTyaunje TieBarba HaCTaBUO
xon C. JaHkoBwha y Beorpamy n B. Bagnanuja y
Mwunany. Kao conncra Beorpancke orepe Hactyma
on 1965. Tlopen MHOro6pojHMX TOCTOBarba
ca aHcambrnom Beorpasacke ormepe y EBporm,
CaMOCTaJIHO je HACTYTIao Ha OTepCcKUM ClieHama y
Can ®paruucky, Bapcenonw, Bpuceny, MuHxeHy,
Beuy. OcTBapuo je v 6oraTy KOHLEPTHY Kapujepy,
najyhm Takobe 3HauajaH LOTPWHOC adupmalinjn
noMaher My3u4Kor cTBapaslalliTBa y efleKTPOHCKUM
Meonjuma, TocebHO Ha TeneBWU3WjW. [naBHe ymore:
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duiapo, Putonetlio, JIyHa, XKepmoH, OrveluH, Jereyku, Maseila, Kapahophe
(C. Pajuuunh, Kapahophe-Ceme 3aa), INotipuwuun (C. Pajuuvh, JHesHuk
jegHoT Aygaxa). BaBu ce 1 TlefarowKM paaoMm.

Nikola Mitié (Nis, November 27, 1938), baritone, Primo Divo of the Opera
of the National Theater in Belgrade. Having completed Music High School
Josip Slavenski in Belgrade, he enrolled in studies with S. Jankovi¢ in Belgrade
and V. Badiali in Milan. Performed as a soloist of the Opera of the National
Theater in Belgrade from 1965. Together with numerous performances with
the ensemble of Belgrade’s opera in Europe, he performed on his own on
opera stages in San Francisco, Barcelona, Brussels,
Munich, Vienna and other places. He also managed
to have a rich concert career, also contributing
greatly to the promotion and recognition of the
national repertoire in electronic media, especially
television. Main roles: Figaro, Rigoletto, Luna,
Germond, Onegin, Yeletsky, Mazeppa, Karadorde (S.
Rajici¢, Karadorde-Seed of Evil), Poprischchin (S.
Rajici¢, The Diary of a Madman).

Jenena Bnaxosuh, MELIOCOTIPaH, TIPBakKuiba
Ormepe HapopHor mo3opwviuta y beorpany. Yropeno
ca CTyAvjama KrbVKeBHOCTH, LIKO/10Bana je I71ac Kof,
‘Bypheske Yakapesuh n nebwrosana y beorpanckoj

ortepw (1987). Tlopen MHOTOBPOJHUX 3aTTAXKEHUX
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pona y daxy (AmHepuc, AuyueHa, Ypauka, Eboru, Kapmen, KonuaxosHa,
Hanuaa, Canttiyya), HacTyTias1a je U KOHLIEPTHO, U3BoAehn TiecMe [IBopKaxa,
[lly6epra, Mycoprckor v nop. Ha pereproapy Heryje u nena caBpeMeHWX
nomahux aytopa. ['octoBana je mmpom 6uBLile Jyrocnasuje, Kao U Ha clieHamMa
['puxe, Kurpa, Pycuje, Mspaena, ®paniiycke, PymyHuje n Hopaeltike.

Jelena Vlahovié¢, mezzo soprano, Prima Donna of the Opera of the
National Theater in Belgrade. Simultaneously with her studies of literature,
she took voice lessons with Durdevka Cakarevi¢ and made her debut in
Belgrade’s Opera in 1987. Beside a number of notable roles (Amneris,
Azucena, Urlica, Eboli, Carmen, Konchakovna, Delilah, Santuzza), she
also performed in number of concerts, singing songs of Dvofak, Schubert,
Mussorgsy and others. Her broad repertoire includes numerous pieces of
the national composers, too. She was a guest performer throughout former
Yugoslavia, and performed on the stages of Greece, Cyprus, Russia, Israel,
France, Romania and Norway.

Camo Xy6an (JbybrbaHa, 17. VII 1917), Bonehn CnoBeHaukn OUPUTEHT.
Cryovipao nupwvrosarse 1 komrosuuujy y Jbybrann (C. Octepy v [T, IlIBapa),
ycaBapuiaBao ce xon K. Lexunja y Utanuju n B. Tanuxa y YexocnoBauxoj.
Cranuv pupwvreHt JbybrbaHcke orepe (1942-1958), jemHo BpeMe U HbeH
IvpexTop (1947-1951), 6mo je Takobe un wed nupureHt CnoseHauke (1952-
1966) v 3arpebavke dwixapmonwje (1955-1957), cranHy roctyjyiv AvpureHT
Sarpebauke orepe (1958-1964), xao n 1ed-gupureHT CumdoHMjckor
opkectpa PTB JbybrbaHa (1966-1980). IloBpemeHo, roctoBao je u y
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Beorpazckoj orepw. [TapanenHo je U3rpanno TuionHy
MebyHaponHy Kapwjepy, HacTymajyhiu LmpoM CBeTa
ca BonehuM OpKecTpuma u roctyjyhu kao UPUIeHT y
3HAMEHWUTUM OTepckuM kKyhama u Ha dectTnBanumMa.
3a pompuHoc adupmaumju caBpeMeHor nomaher
CTBAPaIALITBA, OINKOBaH je HajBULIUM CTI0BEHAUKUM
W jyrOCTIOBEHCKUM TIpU3HamuMa (nBe [IpelepHose,
XymaHuvheBa Harpaza; TpusHarbe JyrocioBeHcKe
My3uuKe TpubuHe y Omatvjv; IBa OpAeHa).

Samo Hubad (Ljubljana, July 17, 1917)
Slovenian leading conductor. He studied conducting
and composition in Ljubljana (S. Osterc and D. Svara),
continued his advanced studies with C. Zecchi in Italy
and V. Talich in Czechoslovakia. He was a resident
conductor of the Opera in Ljubljana (1942-1958), at
one time even its director (1947-1951); he was also head conductor of Slovenian
(1952-1966) and Zagreb philharmonic orchestra (1955-1957), a permanent
guest conductor of the Opera of the Croatian National Theatre in Zagreb (1958-
1964), and head conductor of the Symphonic Orchestra of RTV Ljubljana (1966-
1980). Occasionally he performed in Belgrade Opera. Simultaneously he built a
prosperous international career, performing throughout the world with leading
orchestras and was a guest conductor in significant opera houses and festivals.
For his contribution to the recognition of national music repertoire, he was
awarded with the highest Slovenian and Yugoslav decorations (two PreSerns, one
Zupanci¢’s award, award of Yugoslav Music Tribune in Opatija and 2 decorations).
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MwupocnaB Yanranosuh (Mmamou 3. III
1921 - Beorpap, 1. X 1999), orepcku 1 KOHLIEPTHU
reBa4, TipBak Oriepe HapopHor mosopuiita y
Beorpany. [TeBarbe yuno xon 3aeHke 3vkose (1946-
1954). NebutoBao y HapomHoM mosopwiity 1946.
Fberos orepcku pereproap obyxBaTao je Bwlie Of
90 ynora, Meby Kojuma cy My TOjeAuHe AOHene
n cBeTcky cnaBy (Bopuc I'ogyHos, Hocudej, IoH
Kuxowi). Hactymao je y HajyrmeaHwjumM oriepcxum
xyhama cBera. [lomahoj ormepckoj TmpoayKLmnjn
7ao je Beoma 3HaudajHe Tpwiore (HMp. Mutke y
Kowwianu, VBo LlpHojeBuh y KHe3y og 3etue 1
KomoBuha; MunytvH y Cumonugu, Knes Munouw y
Kapahophy-Cemeny 3ra C. Pajuuvha). Toxom 40
roAvHa Jyre KOHLIEPTHe Kapujepe Mpypeavo Bullie of
3000 KoHlepata WKpoM Jyrocyiasuje, 0ko 160 y MHOCTPaHCTBY, U Ha HbUMa
n3Beo 4ak 520 xomrosuuvja — LUMKiyca TecamMa, KaHTaTa W opaTopujyma.
Benuxvt neo weroBor KOHLEPTHOr pereproapa YvHwie cy Tipemwjepe fena
CaBpeMeHUX jYTroclI0BeHCKUX cTBapanala. Hocunail je Hajpuimx goMahux un
MehyHaponHux mpusHarsa: Bykosa, Cegmojyrncka, Harpana ABHOJ-a, Hajborsun
TeBau cesoHe Ha ¢ectuBany Teatap Hauuvja y [lapusy, oprmeH paHilycke
Bnajie Butes pefa yMeTHOCTM U INTEPaTYpe.

Miroslav Cangalovié¢ (Glamo¢, March 3, 1921 - Belgrade, October 1,
1999), an opera and concert singer, a Primo Divo of the Opera of the National
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Theater in Belgrade. He studied singing with Zdenka Zikova (1946-1954).
He made his debut at the National Theater in 1946. His opera repertoire
included over 90 roles, amongst which some brought him international
fame (e.g. Boris Godunov, Dosifey, Don Quichotte). He performed in the
most prominent opera houses of the world. He contributed significantly to
national opera production (e.g. Mitke in KoStana, Ivo Crnojevi¢ in Duke of
Zeta by P. Konjovi¢; Milutin in Simonida, Knez Milo$ in Karadorde-Seed of
Evil by S. Raji¢i¢). During his 40 year long concert career he performed in
over 3000 concerts throughout Yugoslavia and approximately 160 abroad,
having performed in as many as 520 compositions - cycles of songs, cantatas
and oratorios; a large number of his concert repertoires were made up of
premiers of works composed by contemporary Yugoslav authors. He is the
holder of the highest local and international awards (Vuk’s, Seventh of July,
AVNOJ's award; the best singer of the season at the Théatre des Nations
festival in Paris, award of the French government, Knight of the Order of Arts
and Literature).

[Tnaxart 3a npemujepy Cumonuge, Beorpan, HaponHo rosopwiure, 17. anpun 1958.
Poster for the premieree of Simonida, Belgrade, National Theatre, 17 April 1958.
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HAPOAHO ¢ MNO3OPHIITE

Y BBOI‘PA,E[‘.Y

Y yerbprak, 17 anpuna 1958 roAuHe
NPEMMJIEPA

CUMOHMAOA

OIIEPA ¥ TPH YMHA
jecen, Jocuna Kyaymuha

M eels Baiuh

PeTo, 1] apasoery ,, Kpamena
M]rm CTA!:IOJ.‘IA PAJMMMRA
Peprren Jooun Kyaynuuh Jigpsmrent Ockap Mamon
Jlexop no maupTima Crame Beaomanckor Koomoot i macke no Haupmea Mumme Babuh-Josanosuh
JHUIA
Tpoaor: Bpamscnas T
Epan v o « o« s s « +« »+ » Mupocaan Yaxranosmh
werosa derspra wena . 3aata Cecapamh
Teoaopa, xeHa , CHHA
®panesa . - . Mumaa Mucnagpsosuh
Jameno, HTyMan ¥ ABOPCKM MCTO-
PHTAD . . . s s . Cranoje Janxowmh
Koucraumuy, cHi Kpames o npse
e A e e T g Jiparo Crapu
Jlyman, cwi Teogopun . . . . . Muoapar X
Amna, xhy xpamesa o npse ene . Amua Bopheawh
,tlmnn-pu]e. Gpar Cumomyom . . Huxona Jam-th
Koncranua Mopoamm « o+ o+ .« Byphesxa Yaxapessh
Hycomppe, uryMan . . . - - . Crepan Kperuh
Hosag l'pe&ncrpex. nojsoaa . Mamja Tmropmjenmh
Disjos, apxuemeckon Bapekn . - . Jlparossp Himronsh
e « + Boromy6 I'pybau
+ » » Miumsoje
Jpoperot pajax - . . . . . + Kunojun Jonanonmh
TIpex nax . o+« Ao Jemmex
Jpyrs nax .« . . Jbybuua Bpcajxon

&mm' aoswm xanyheps, dpatpn
Jloraha ce ¥y ABOPCRO] peamaein y umy:m ropme 1314
Cynaeayje Ganeroxs ancambs
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Cvmonvza: 3opar MapuHkouh / Simonida: Zoran Marinkovié
Ha JIumapy: Mwie Recapouh / On Lipar: Mile Cerasovi¢
Mysuuxwm rpopyLeHt/Sound Production
Cvmorunpa: Jyrocnas Boumsax / Simonida: Jugoslav Bosnjak
Ha JIunapy: Mapvio Kpem3up / On Lipar: Mario Kremzir

MactepvHr / Mastering
3opaH MapwHkoBwvh / Zoran Marinkovié¢

ltamna / Print
3aBop...

Made in Serbia 2010.
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