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ABSTRACT

This study investigates how an understanding of Croatian lyric diction can contribute to the
preparation of songs in Croatian by a performer who is a native English-speaker. More
specifically, it establishes a system of phonetic transcription for Croatian based on a
combination of the International Phonetic Alphabet and a transcription system derived from
the well-established Russian lyric diction developed by Dr. Anton Belov. It then applies this
system to performances of operatic works and art songs dating from 1833 to 1933. Repertoire
in Croatian by Vastroslav Lisinski, Ivan Zajc, Josip Hatze and Jakov Gotovac, and ones in
Russian by such composers as Mikhail Glinka, Piotr Illich Tchaikovsky, Alexander Borodin
and Sergei Rachmaninoff are presented to differentiate the lyric diction of both languages while
using a similar system of phonetic transcription. The results of the investigation are presented

as recordings of recitals (120 minutes) accompanied by a 7,500 word exegesis.

il



DECLARATION

I certify that this work contains no material which has been accepted for the award of any other
degree or diploma in any university or other tertiary institution and, to the best of my
knowledge and belief, contains no material previously published or written by another person,
except where due reference has been made in the text. In addition, I certify that no part of this
work will, in the future, be used in a submission for any other degree or diploma in any
university or other tertiary institution without the prior approval of the University of Adelaide

and where applicable, any partner institution responsible for the joint-award of this degree.

I give consent to this copy of my thesis, when deposited in the University Library, being made

available for loan and photocopying, subject to the provisions of the Copyright Act 1968.
I also give permission for the digital version of my thesis to be made available on the web, via
the University’s digital research repository, the Library catalogue and also through web search

engines, unless permission has been granted by the University to restrict access for a period of

time.

Branko Mate Lovrinov

July 2015

v



ACKNOWLEDGEMENTS
The author acknowledges the support and contribution of the following:

Associate Professor Kimi Coaldrake and Patrick M. Power O.N.Z.M., my supervisors, for their
mentorship and guidance through this new field of research.

The academic staff and postgraduate colleagues for hard pressing questions which shaped the
project.

Professor Ghil’ad Zuckermann for assisting the development of my knowledge of phonology,
as well as the invaluable lessons on historic linguistics.

Associate artist Jamie Cock for accompanying the recitals, and comprehending new styles of
music.

Mark Sandon for accompanying the final recital with limited time for preparation.
Larissa Schneider for her discerning ear and monitoring of the Russian diction.
Recording artist Rosemary Beal for the well prepared recordings for this project.

Interviewees Vlatka OrSani¢, SiniSa Galovi¢, Ivan Skender, and Dr. Alexander Hoyt for their
time and contribution to this project.

Music Collection staff at the National and University Library of Zagreb for their assistance in
sourcing repertoire.

Croatian correspondent Josip Jakovac for initial scanned copies of vocal repertoire.

My family, whose endless support supplied ongoing motivation for this project.



LIST OF FIGURES

Figure 1.

Figure 2.

Figure 3.

Figure 4.
Figure 5.

Figure 6.

Figure 7.
Figure 8.
Figure 9.

Figure 10.

Figure 11.

Original handwriting of Ljudevit Gaj with the text of Jos Horvatska ni’
propala (1833)

Verses 1 and 2 of Ivan Gunduli¢’s Poem Suze sina razmetnoga (1622)
(Tears of the Prodical Son)

Hand-written extracts from the Opera Ljubav i zloba (1846) by Vatroslav
Lisinski

English Vowel Chart
Croatian Vowel Chart

Lyrics to “Vukoslav’s aria’ from the Opera Ljubav i zloba (1846)
by Vatroslav Lisinski

Excerpt from ‘Bit ¢u osvetjen’
Excerpt from ‘Osvjecen bit ¢u’
Original Manuscript from 1846

Manuscript from the Music Academy of Zagreb by Ivan Zajc between
1870 and 1890 (edited text in pencil by Tito Strozzi, 1948)

Centennial edition of 1948 by (Original text written above by author,
2014)

11

11

20

22

22

23

23

23

Vi




LIST OF TABLES

Table 1. Common characteristics of Archaic Croatian 9
Table 2. Protocol for Croatian diction 10
Table 3. Methodology: Translate — Transcribe — Speak — Sing 13
Table 4. Materials found during the research trip to Croatia in January, 2014 14
Table 5. Closely related words in Archaic and Standard Croatian 21
Table 6. Comparing the method for Croatian and Russian LD 31
Table 7. Spelling between Russian (transliteration), Archaic Croatian, and 32
Standard Croatian
Table 8. Relationship through phonology 32
LIST OF EXAMPLES
Example 1. Russian symbols for selected text 17
Example 2. Updated symbols for selected text 18
Example 3. Phonotactic flaws in Croatian and Russian. 18
Example 4. ‘Houp’ (Night) by Daniil Rathaus 25
Example 5. Finding stress 26
Example 6. Reducing vowels ‘a’ and ‘o’ 26
Example 7. Finding soft vowels 27
Example 8. Palatalising the consonant 27
Example 9. Consonant assimilation and final consonants 28
Example 10. | Morphing ‘n’ 28
Example 11. | Morphing ‘e’ 28
Example 12. | Comparing the initial and detailed transcription of ‘Hous’ (Night) by | 29

Daniil Rathaus

vii




LIST OF ABBREVIATIONS
LD — Lyric Diction
AC — Archaic Croatian
SC — Standard Croatian
IPA — International Phonetic Alphabet

RP — Received Pronunciation

viii



Part A:
Recordings of
Performances



CD 1 — Recital 1 ‘Six Romances’

Track Title

Six Songs by Vatroslav Lisinski

'Osamljen’ (Alone) - Vatroslav Vezi¢

"Tuga' (Heartache) - Petar Preradovic¢

'U daljini' (In the distance) - Nokolaus Lenau (Trans by Petar Preradovic)
'Ribar' (Fisherman) - Petar Preradovié

'Na vjetar' (On the wind) - Ivan Kukuljevic¢ - Sakcinski

AN N AW N

'Dvije Ptice' (Two birds) - Petar Preradovi¢

Four Pushkin Romances by Michail Glinka

7 ‘Anenp’ (Adel)

8 ‘Hounoii 3epup’ (The Night Zephyr)

9 ‘B kpoBu roput oronb xenanbs’ (The fire of desire burns in my blood)

10 ‘51 momuro uynaoe mraoBenbe’ (I recall that wonderful moment)

‘Illects Pomancon’ (Six Romances) of Daniil Rathaus by
Pyotr Ilyich Tchaikovsky Op. 73 (1893)

11 ‘MsI cunenu ¢ To6oit’ (We sat together)

12 ‘Houp’ (Night)

13 ‘B sty nyrHyro Houb’ (On this moonlit night)

14 ‘3akarmiiochk comHIe’ (The sun has set)

15 ‘Cpenp Mpaunbix nHeit’ (On gloomy days)

16 ‘CHoBa, kak npexzae’ (Again, as before, alone)

Six Songs by Ivan pl. Zajc

17 ‘Domovini i Ljubav’ Op.338 (The Homeland and Love) - Ilija Okrigi¢
18 “Vir’ Op.374 (Whirlwind) - August Senoa

19 ‘Lastavicam’ Op.375a (The Swallows) - Ivan Zahar

20 ‘Moja Lada’ Op.491 (My little boat) - Petar Preradovi¢

21 ‘Sjecaj se mene’ Op.498 (Remember me) - Viadimir Nikoli¢

22 ‘No¢ je tiha!” Op.531 (The night is still) - Josip Eugen Tomic




CD 2 — Recital 2 ‘Slavic Arias and Serenades’

Track Title

1 Illyrian Anthem ‘Jo$ Hrvatska ni’ propala’ (‘Croatia has not yet fallen’) (1833) by
Ferdo Livadi¢

2 Vukoslav’s aria ‘Osvetjen bit ¢u’ (‘I will be avenged’) (latest edition, 1948) from
the opera ‘Ljubav i zloba’ (1846) by Vatroslav Lisinski

3 Vukoslav’s aria ‘Bit ¢u osvec¢en’ (‘I will be avenged’) (first edition, 1846) from the
opera ‘Ljubav i zloba’ (1846) By Vatroslav Lisinski

4 Finn’s aria ‘Umchalas’ goda polovina’ (‘Half a year flew by’) from the opera
‘Ruslan and Ludmilla’ (1842) by Mikhail Glinka

5 Lenski’s arioso ‘Ya lyublyu vas’ (‘I love thee’) from the opera
‘Eugen Onegin’ (1879) by Pyotr Ilyich Tchaikovsky

6 Adel’s Turkish love song ‘U Tur¢ina’ (‘In Turkey’) from the opera
‘Adel 1 Mara’ (1932) by Josip Hatze

7 Adel’s serenade ‘Da me hoce draga’ (If only, my darling) from the opera ‘Adel i
Mara’ (1932) by Josip Hatze

8 ‘Romance of the Young Gypsy’ from the opera ‘Aleko’ (1892)
by Sergei Rachmaninoff

9 Adel’s aria ‘Oj Splite Grade’ (‘Oh, Town of Split’) from the opera

‘Adel i Mara’ (1932) by Josip Hatze




CD 3 — Recital 3 ‘Centennial Memoriam: Ivan pl. Zajc’

Track Title

1 Vladimir’s aria ‘Medlenno den' ugasal / Akh! Gde Ty’ (Slowly the day was fading
/ Ah, where are you) from the opera ‘Prince Igor’ (1890) by Alexander Borodin

2 Miloj’s anthem ‘Zemlja sva tih je raj’ (The whole country is a paradise) from the
opera ‘Mislav’ (1870) by Ivan Zajc

3 Sobinin’s aria ‘Bratzy, v mitel’ (Brothers, to the snowstorm) from the opera ‘A life
for the Tsar’ (1838) by Mikhail Glinka

4 Finale ‘U Boj, U Boj’ (To arms, to arms) from the opera 'Nikola Subié¢ Zrinjski'
(1876) by Ivan Zajc

5 Porin’s aria ‘Zorko moja’ (My Zorka) from the opera ‘Porin’ (1851) by Vatroslav
Lisinski

6 Lensky’s aria ‘Kuda vy udalilis’ (Where have you gone...) from the opera ‘Eugine
Onegin’ (1881) by Pyotr Ilyich Tchaikovsky

7 Mica’s aria ‘Vidjele ste sidjoh od ozgora’ (See how I appeared from up above)
from the opera ‘Ero s onoga Svijeta’ (1933) by Jakov Gotovac

Appendix:
8 Adel’s aria ‘Oj Splite Grade’ (‘Oh, Town of Split’) from the opera

‘Adel i Mara’ (1932) by Josip Hatze




Part B:
Exegesis






1 — Introduction

“Initially, I never came to think that I would one day face the world as a
writer of drama like the old Dubrovnik writers who wrote dramas by hand
for publication... I would like to discuss, as in the previous two dramas
mentioned, the topic of meter: knowing that in my first drama, I was
persuaded to use the Dubrovnik meter to complete “Ljeljeviceve Zorislave”.
Even though this metre is more appropriate for lyric rather than dramatic
poetry, and despite the prevailing elitism present in Dubrovnik, it is
uncommon in my community (Zagreb), since we listen to German poetry
which is not elitist...”
Dimitri Demeter. Zagreb, September I*, 1838 *

Lyric diction is the mode of speech developed for the recitation of poetry and is a tool for
singers who wish to perform successfully in an unfamiliar language. While the International
Phonetic Alphabet (IPA) is often used to establish a systematic approach to diction in vocal
performance, there is, however, no generally accessible system of IPA transcription for
Croatian lyric diction. The epigraph above describes Croatian lyricism as a metre used by the
old dramatists from Dubrovnik, it does not describe the pronunciation of diction. This study
investigates a systematic approach to lyric diction of the Croatian language and its application
in the performance of art song and opera composed between 1833 and 1933. The period marks
the initiation and refinement of Croatian art music and literature starting with the composition
of the anthem Jos Horvatska ni’propala in 1833 and ending with the premiere of the comic

Opera Ero s onoga svijeta in 1933.

The term ‘lyricism’ dates back to the ancient Greek performance of lyric poetry in Greek plays.
At that time, the lyrics in Greek plays were poetic soliloquies performed to the accompaniment
of a lyra, an ancient Greek stringed instrument. Rhythmic pulse in metre encouraged

performers to sing the text along with the accompaniment.? Lyricism can thus be understood

! Original text: “U po&etku ni na um mi ne opade ka no dramati¢ki p&snik svétu se ukazati; hotiah bo samo nije
koliko dramah nagih starih Dubrové&anah, koje se veéom stranom u rukopisih nalaze izdati ... Sto se dalje
metra tice, kojega u ovoh dvih drama upotrébih, imam slédeca sob¢iti: budu¢i da sam u mojoj parvoj drami kano
$to sam ve¢ spomenuo, dobar broj “Ljeljevi¢evih” redakah zadarzao, bih usiljen jednosli¢nost radi u
dubrovac¢kom metru célu dramu izdélati, premda sam uvéren, da je ovaj metrum vise za liri€¢ku nego
dramaticku poeziu prikladan, i zbog eliziah vecoj strani nase ob¢ine neobican, bududi da je priviknuta na
némacko pésnictvo, u kojem se elizie nenalaze...” U Zagrebu dana 1. Rujna 1838. (Author has emphasised the
key words related to this study) Dimitri Demeter, Dramaticka prokusena (Zagreb: Tiskom Jermenskoga
manastira.1838), v — viii. All the translations in this exegesis are by the author unless otherwise acknowledged.
2 “Lyric poetry ... poetry composed to be sung to musical accompaniment.” Andrew Miller, Greek Lyric: An
Anthology in Translation (Hackett Publishing, Indianapolis, 1996), xii.
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as the combination of poetry in metre coupled with melody and sometimes musical
accompaniment. By extension, lyric diction (LD) is the pronunciation of poetry with aesthetic
and physiological advantages in performance. Since lyric poetry is intended to be sung, its
delivery relies on singing techniques to contribute to the clear pronunciation of the text. By the

19" century LD was used exclusively for theatre, poetry, and classical song.

This study focuses on LD for the performance of Croatian vocal repertoire. It investigates three
primary questions. First, what is Croatian lyric diction and which dialect is used? Secondly,
how does a systematic approach to Croatian lyric diction assist a singer’s preparation for a
performance? Finally, how does the use of an IPA-based transcription provide a systematic
approach to transcribing Croatian lyric diction? Other areas pertinent to the study include issues
relating to the availability of repertoire in Croatian for the period 1833 to 1933 and its suitability
for performance, the choice of Russian repertoire to demonstrate key principles of the LD

approach and ways to address challenges for English speakers singing in Croatian.

Research into Croatian LD has not been undertaken by English speakers or by Croatians
themselves. This was verified during interviews with authorities on Croatian music aftiliated
with the Academy of Music of Zagreb and the Croatian National Theatre.? Nevertheless,
investigations into historical linguistics, Croatian literature and orthography, as well as LD of
other European languages were undertaken in order to provide the context for understanding

Croatian LD and inform the approach used in this project.

It is useful to review the key features of LD in European languages here to highlight the
aesthetic and physiological preferences in LD. Turning first to Italian LD, we see that it draws
from the model of the Florentine/Tuscan dialect. Due to its long literary tradition, this single
dialect developed into the standard Italian diction for singers.* Although the Italian language
is perceived as phonetic, it is, however, not completely phonetic even if this is not immediately
obvious to a native English speaker when singing in Italian. For example, a major feature in

Italian singing diction is the absence of aspiration, the articulation of double consonants, as

% Interviews were conducted in Zagreb in January 2014 with:

Vlatka Orsani¢ (Head of Voice, Academy of Music, University of Zagreb, Zagreb); Sinisa Galovi¢
(Tenor/Chorus member, Croatian National Theatre, Zagreb); Ivan Skender (Conductor/Acting Musical Director
for Opera, Croatian National Theatre, Zagreb); Dr. Alexander Hoyt (Head of English, Faculty of Philosophy and
Social Science, University of Zagreb, Zagreb).

4 Marguerite Chapallaz, The pronunciation of Italian: a practical introduction (London: Bell & Hyman Ltd.,
1979), 3.



well as vowel morphing on /e/ and /o/. By comparison, French shows how the vernacular
tongue can be different to the lyric variant. French LD has its origin in the old theatrical
tradition of ‘declamation’ in the Baroque period. Béngine de Bacilly (1625 — 1690) discusses
two types of pronunciation for French singing, namely ‘plain’ and ‘declaimed’.® Bacilly
explicitly states that familiar speech is not to be used in classical performance of either plays
or sung music.® For example, the ‘mute ¢’ or ‘silent ¢’ in lyric French must aim for the sound
[ee].” Another distinction between French LD and spoken French is the absence of the
back/uvular [R]. In French LD, therefore, the phoneme changes to the forward flipped [r], as it
is technically easier on the voice/throat by avoiding closure of vowel space by the ‘back’ of the
tongue and an unnecessary dropping of the soft palate.® This forward [r] results in an

aesthetically pleasant flow of resonance.

German LD, by comparison, known as ‘Biihnendeutsch’ (lit. Ger. ‘stage German’), is a further
refinement of ‘Hochlautung’ (lit. Ger. ‘standard German pronunciation’). The great German
poet, Johann Wolfgang Goethe (1749 — 1832), explains the rules of stage diction extensively,
calling for clarity of diction and avoidance of vernacular or provincial dialect.® As in French,

there is an absence of the back uvular [R] in German LD.°

Russian LD, however, rises from the stylised ‘High Russian’ of the Moscow dialect. This
stylised speech was separated into ‘Low, Medium, and High Elevation’ by Alexander Pushkin
(1799 — 1837) through his writing of poems and other literature.!* Russian, like other languages
connected to Old Church Slavonic, uses the Cyrillic alphabet as the main alphabet. As with
French and German LD, the uvular [R] in modern speech is omitted, using the front rolled [r]
instead. As a differentiation between the old and new dialects, a variant of ‘III’ is elongated as

[ [f.]or[[:]inthe Moscow dialect, rather than the Old Russian pronunciation of [ [ {].12

5> Austin B. Caswell, Trans., A Commentary upon The Art of Proper Singing (London: Institute of Medieval
Music Ltd, 1968), 129.

& Caswell, A Commentary upon The Art of Proper Singing,130.

7 Caswell, A Commentary upon The Art of Proper Singing,138 — 139.

8 Pierre Bernac, The Interpretation of French Song, (New York: W W Norton & Company Inc, 1978), 19.

% Artur Woehl. Geothe'’s rules for actors: A translation and introduction (New York: Cornell University Press,
1927), 247.

10 Theodor Siebs, Deutsche Biihnenaussprache. (Berlin: Walter de Gruyter & Co., 1969), 84, 152.

11 Vladimir Nabokov, Verses and Versions (Orlando: Harcourt, 2008), 72.

12 Anton Belov, Libretti of Russian Operas: Volume 1 (New York: Leyerle Publications, 2004), xxvii.
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In the case of English, specifically for Australian and British English speakers, the model of
diction best identified as LD would be ‘Received Pronunciation’ (RP). RP is taught to English-
speaking actors as part of their theatrical training because it is the most ‘standard’ of accents
for English.'® This is relevant to singers who are encouraged to perform in an accent which is
accessible and readily intelligible for an audience. The instructions given by Patsy Rodenburg

for actors constitute a simple model for singing in RP.1*

The LD of the languages discussed here focus on articulatory/tongue movement near the front
of the mouth rather than the back. This freedom of the tongue and throat is fundamental in
classical singing practices.™ It highlights the need to understand matters of LD from both
physiological and aesthetic perspectives. Since the key aims in LD are to ease the demands on
the performer’s voice whilst simultaneously delivering an accurate and aesthetically
appropriate text. This research, therefore, addresses both these aspects in the preparation and

performance of the selected repertoire.

While there is an emphasis on delivery of the speech sounds during performance, a vocalist
will, nevertheless, aim for sounds which peak in balanced resonance. In some cases, the vowels
may be shaped differently in the mouth when singing. These may occur when the change of
resonant frequencies in the singing voice are concentrated around the ‘singer’s formant’ that
lies between 2800 Hz and 3,200 Hz.1® Due to this change of resonant energy, vowels may not
fall in exactly the same speech position when singing.!” Therefore, to assist classical vocalists
in understanding the details of speech sounds in singing, symbols are used to represent distinct
sounds. These symbols are systematically compiled in the IPA to represent human sounds in
language. This alphabet is a preferred method of phonetic transcription for singers and diction
coaches. It can aid in learning foreign languages, comparing two foreign languages or the
phonology of a native tongue with a foreign language. In narrow IPA transcription,
suprasegmentals can be used to notate details of intonation, inflection and duration whereas a
‘broad transcription’ does not include these details. A ‘broad transcription’ will normally be

used by singers to notate the main vowels and consonants, relying on the music to inform on

13 patsy Rodenburg, The Actor Speaks (Basingstoke: Palgrave Macmillan, 1997), 123.

14 Rodenburg, The Actor Speaks, 126.

15 “The great object of study is, to develop the natural gifts of the organ: not to transform or extend them beyond
their power or capability”. Albert Garcia, ed., Garcia's Treatise on the Art of Singing (London: Leonard & Co,
1924), 5.

16 Richard Miller, Training Tenor Voices (New York: Schirmer, 1993), 72.

17 Berton Coffin, Coffin’s Overtones of Bel Canto (New York: Scarecrow Press, 1980), 2.
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inflection and accent. In this study, IPA in ‘broad transcription’ will be used extensively to

transcribe the pronunciation of Croatian LD.

The 19" century saw the great expansion of literary works in European vernacular languages
along with the refinement of languages into LD. As with other nations and peoples of Europe,
Croatians observed the social changes initiated by the French Revolution. The subsequent
political influence of Napoleon in Europe created an awareness of nationality, liberal thinking
and uncensored expression. This became the era of ‘National Romanticism’, at a time where
strong sentiments for the love of a culture and people.'® During the 19" century this sense of
nationalism reached France, Germany, Italy, Bohemia (Czech), Poland, Russia, and Croatia.
The so-called ‘Romantic Nationalists’ in these countries made a rich contribution to literature

or used their talents to call for a revival of language through art, music and poetry.*®

At that time, Croatians were ruled by the Austro-Hungarian Empire. Zagreb was established as
a political and cultural centre, close to Budapest and Vienna. Due to the heavy influx and
influence of foreign people, public address in the early part of the 19" century was always
conducted in German and Hungarian. This also extended into entertainment and performance
art.?% This enforcement of the Austro-Hungarian languages compromised the local language.
Croatian academics and nobles saw the language slowly disappearing and took action to
preserve the language. The 'Illyrian Movement' (Cro. 'lIlirski pokret'), known as the 'Croatian
literary revival', was primarily established to preserve Croatian language against foreign

influence and 'Magyarisation' (Hungarianisation of Croatian language).?*

In 1833, the starting point for repertoire in this study, the linguist, writer and poet, Ljudevit Gaj
(1809 — 1872) wrote the lyrics to the anthem Jos Horvatska Ni' Propala for the Illyrian
movement. Gaj composed this text whilst traveling to Samobor where he was to meet with the
composer Ferdo Livadi¢ (1799 — 1879). This was the first political song addressing concern
over the survival of the Croatian language. Figure 1 shows the opening verse from the first

hand-written draft of this anthem.

18 Derek Paton, trans., National Romanticism: The Formation of National Movements (Central European
University Press, 2007), 4.

19 Vladimir lvir, trans., Music in Croatia (Zagreb: Institute of Musicology. 1974), 140.

20 Jvir, Music in Croatia, 135.

21 |vir. Music in Croatia, 140.
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Figure 1. Original handwriting of Ljudevit Gaj with the text of Jos Horvatska ni' propala (1833). Outlining the

words ‘Pervopisz’, ‘Horvatska’, and ‘tverdo’. %

There are two curious features in Figure 1. First, it has spelling which is different from modern
Croatian usage. Second, the title of this document ‘Pervopisz’ or ‘prvopis’ which translates to
“first draft/first writing’. Historic spelling would indicate that the ‘Pe’ in this title was
influenced by German spelling, while the ‘sz’ at the end of the word is etymologically
Hungarian. The outlined words ‘Horvatska’ and ‘tverdo’ show the different spelling for the
current ‘vocalic r’. It demonstrates how the cross fertilisation of languages influenced the
Croatian literature, spelling, and orthography of the Illyrian movement. It also illustrates how
Croatian literary revivalists in the 19" century accessed the work of previous generations of

writers while simultaneously developing a new version of the language.

There are two important linguistic sources for these Croatian literary revivalists. First, the
‘archaic’ sources, encouraged by Ivan Mazurani¢ (1814 — 1890), drew from written works by
17™ century writers and poets of Ragusa (modern Dubrovnik), aiming to preserve the proto-
Slavic etymology of the language. The dialect most commonly related to the archaic poetry
from Dubrovnik of this period was the old Stokavian-Ijekavian.?® Second, a ‘standardised’
form developed by Ljudevit Gaj. His work on the Croatian language developed the standard
for the south Slavic language with grammar reforms and orthography. Both sources were valid
and cross fertilisation continued to occur throughout the 19" century. A standardised Croatian
(SC) was finally established in 1892 with the publication of Ivan Broz’s Hrvatski Pravopis.?*
This became the ‘new academic standard’ or ‘knjizevni’ for the Croatian language before the

imposed, and official, amalgamation with the Serbian language into ‘Serbo-Croatian’ in 1918.

22 “pryopis Gajeve pjesme”, Krstarica Forum, November 15% 2009.
http://forum.krstarica.com/showthread.php/327694-Primjeri-hrvatskog-srpskog-jezika-kroz-povijest/page4

23 Alexander Hoyt and Lelija Socanac, ed., A History of the Croatian Language: Toward a Common Standard
(Zagreb: Nakladni Zavod Globus, 1995), 169.

24 |van Broz, Hrvatski Pravopis, (Zagreb, 1892)



While this affected grammar, the alphabet and orthography for SC have remained unchanged
since 1892 and thus became standardised. By comparison, ‘Archaic Croatian’ (AC) is currently
not recognised as a standard form mainly due to the systematic efforts to move away from this

older style of orthography and grammar.

Since the project is exploring the era of literary and linguistic development in Croatian, it is
important to discuss AC further. Returning to the epigraph, it is clear that Dimitrija Demeter is
describing the evolution of writing for Croatian literature from its archaic form with reference
to the relationship between lyric poetry and the old Dubrovnik writers, in particular the great
poet of the 17" century, Ivan Gunduli¢ (1589 — 1638). Gunduli¢ was a prolific writer and poet
in the Republic of RaguSa (modern Dubrovnik). His writing is based largely on Italian
orthography to represent sounds in Croatian. But some letters and symbols were invented
specifically for Croatian literature. Figure 2 explores Gunduli¢’s work, juxtaposing the original

and SC orthography.

Pla¢ Prvi
PL AC PARVI SagrijeSnje
SAGRIESCENIE. 1
E’,‘%&Eﬁ Grozno suzim gork plac sada,
Uinendo luxuriosd diffipanit fubflantiam . Gorko placem grozne suze,
Luc.cap. 1. .. .
: Ke razmetni sin njekada
Rofnofu/im gork placlada, Kajan s grijeha ljevat uze;
a8 Gorkoplacem gl't_'ﬁ'-cﬂa,itli Je da i moje grijehe oplacu
Ke Ra/mernt Sin gnickada y y
Kaian fgricha licwac wfe; Suze, u suzah, plac u placu.
leda, imoie griche oplaciu 2.
Sufe, i sufah, plac u placiu. Vje¢noga Oca, vjecna Rijeci,
1 :
Viecnoga Oza Viecna Rieci Ka si umrlu put uzela,
Kafi umarlu purufela. Da se od smrti svijet izlijeci
Dase od smarti s-wiet jflieci Ka svima bjeSe zivot spela,

Kai swijm bicsce feivor spela;

Rieciu gludzkoi ki narawi Ce . .

Pravi crowickfi, iBogh prawi. Pravi ovjek si, 1 Bog pravi;
A 4 Tij

Rijeci, u ljudskoj ka naravi

Figure 2. Verses 1 and 2 of Ivan Gunduli¢’s Poem
Suze sina razmetnoga (1622) (Tears of the Prodical Son):

Original text with a modern transcription with SC 2

25 “Croatia: Themes, Authors, Books”. Tanja Lorkovic. Yale University Library. Last modified November 16
2009, http://www.library.yale.edu/slavic/croatia/literature/Gundulic 04 m.jpg, viewed on December 15 2014;
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The original text in Figure 2 successfully records the sounds from an existing literary system
to transcribe the sounds of another language through transliteration. Comparing both texts, a
significant amount of detail from the original text has been removed. Most specifically, the
accent markings and the dropping of ‘a’ in the current ‘vocalic r’. Examples of a ‘vocalic 1’
with an ‘a’ can be found in original music scores by Vatroslav Lisinski (1819 — 1854) and
Figure 3 (next page) displays consistent examples of AC orthography hand-written into his

music.

Sarce Karvi smarvi
! l !
Srce (Heart) Krvi (Blood) smrvi (crushed)

Figure 3. Bars 32, 61, and 65 of the original hand-written from the aria ‘Bit ¢u osvetjen’

from the Opera Ljubav i zloba (1846) by Vatroslav Lisinski

While it is possible to find such examples in original scores, Croatian operas and art songs
currently adapt texts into SC from the original AC to accommodate for the modern audience.
The standard language of AC was never clearly defined during the Illyrian movement. The
closest and most accurate way to define AC is through common characteristics in orthography

and spelling as seen in Table 1.

“Suza sina razmetoga”, Filozofski fakultet sveucilista u Zagrebu, Last modified April 3 2012,
http://dzs.ffzg.unizg hr/html/Gunduli2.htm, viewed on December 15" 2014.
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Table 1. Common characteristics of Archaic Croatian

A vocalic ‘r’ will use a principal vowel instead of neutral vowel 2

Example

‘Sarca’ [ 'sartsa ] (‘Dubrovnik’)

= ‘Serca’ [ 'sertsa | (‘Illyrian’)

SC “Tvrdo’ [ 'tvardo | ‘Hard’ = ‘Tvardo’ [ ‘tvardo | (‘Dubrovnik’)
= ‘Tverdo’ [ "tverdo | (‘Illyrian’)

Devoicing of the final consonant when liaised into, or preceded by a

voiceless consonant (Consonant assimilation)

SC ‘Srca’ [ 'sortsa ] ‘Heart’

Example
‘Tudeg svijeta’ [ 'tudzeg 'svijeta] =] "tudzek ‘svjeta |
‘Odkad duso’ [ 'odkad 'dufo ] =[ 'otkad "dufo ]
Devoicing of final ‘velar stops’ at the ends of phrases - [g] > [k]
Example
‘Bog’ God [ bog ] = bok ] ‘Vrag’ Devil [ vrag | = vrak ]
The pronunciation of ‘yat’ or ‘€’ as [je] (Found in old texts)
Example
‘T¢lo’ Body [ 'tjelo ] ‘Bélo” White [ 'bjelo |

When an AC text is translated into SC, the natural stress of the language is removed. Retaining
some of the characteristics of AC, as shown in Table 1, assists with LD when a performer sings
a text that has been translated from AC to SC. In this study, this process of synthesis of two
languages became part of the method for delivering Croatian LD. ?’ For example, where old
texts are used for new works, this system helped determine which diction should be used.?® A
protocol for Croatian diction was thereby established to ensure the correct diction for specific
vocal repertoire (see Table 2). In addition, the author decided that the reference date for
separation between AC and SC would be the publication of Ivan Broz’s book of 1892 since this
publication was influential for the standardisation of the Croatian literary language in the 20™

century.?

26 The contrast between ‘Dubrovnik’ and ‘Illyrian’ is found in the spelling of the ‘vocalic r’, in the dialects of
Dubrovnik (Stokavian ‘a’) and Zagreb (Kajkavian ‘e’) respectively.

27 This approach is similar to French LD, drawing on techniques and sounds from baroque declamation and
applying it to early modern and modern French. See Mirelle Huchon, Histoire de la langue francaise (Paris: Le
Livre de Poche, 2002), 214, 223.

28 “Croatian Mass in D minor” by Boris Popandopulo; the Opera by Frano Parac, “Judita”, set to the sacred play
by Marko Maruli¢.

29 Hoyt, A History of the Croatian Language, 201.



Table 2. Protocol for Croatian diction.

Music composed Text Diction
Before 1892 Archaic Archaic
Before 1892 Modern Synthesis
After 1892 Archaic Archaic
After 1892 Modern Standard

Another way to make the transition from a native to a foreign language is by comparing the
phonology of two languages. This ‘bridging’ of languages is made easier with a basic
understanding of linguistics and phonetic symbols. The vowel diagrams presented in Figures 4
and 5 are in the style developed by Daniel Jones and used by Joan Wall et al. and reflect just

one approach to underlying the sounds of singing.
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Close, Back
Front, Close Central Most Lip rounded

\ (1] [u]

O

] [v]

3] [0]
i
[e] \
[a]
Mid
[e] \ [o]
[A]

[e] [0]
Back,
Front, Open [a] [a] Open

Figure 4. English vowel chart *
Close, Back
Front, Close Central Most Lip rounded
[u]
[1]
[a]

Mid €] \ [o]
Back,
Front, Open [a] Open

Figure 5. Croatian vowel chart %

30 This chart is based on: Joan Wall, Robert Caldwell, Tracy Gavilanes, Sheila Allen, Diction for Singers (Redmond:
Pst...inc., 1990), 4.

31 This chart is adapted from: The International Phonetic Association. Handbook of the International Phonetic
Association. (Cambridge: Cambridge University Press, 1999), 67; Wall. Diction for singers (1999), 4 (Updated

IPA symbols for Croatian vowels); Joan Wall, International Phonetic Alphabet for Singers (Dallas: Pacific Isle
Publishing, 1991) 36, 70.
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These two Figures show that both languages have two different target areas and share similar

traits in vowel position and symbols.

In Croatian, the rules for pronunciation of the literary language clearly state that Croatian is a
phonetic language.®? However, the Croatian spoken language, like other European languages,
is not always the appropriate diction for singing. For this reason, a system is needed to ensure
that the sounds of the language are distinguished precisely. Since there are no available
resources on Croatian LD, a systematic approach was developed for this study based on the
closely related language of Russian which has a well-established system of phonetic
transcription. Three sources of Russian transcription were identified,® Dr. Belov’s system was
selected for this project because, as an opera singer with Russian heritage, he has developed a
system for Russian LD to enable English-speakers to perform Russian repertoire with a high
degree of accuracy. In addition, the Russian symbols of transcription were found to be helpful
for developing the approach to Croatian LD applied to performance in this study. Since this
author did not have access to Belov’s specific Russian phonetic font,® standard IPA symbols
were substituted for the Russian transcriptions. Through this investigation, a full diction guide

for Croatian was developed (see Appendix A).

Having established the LD system to be used, preparation of the repertoire was undertaken

using the method outlined in Table 3. The method has four stages:

Translate — Transcribe — Speak — Sing.

32 Alexander Hoyt, A History of the Croatian Language, 201.

33 Jean Piatak and Regina Arashov, Russian Songs and Arias (Dallas: Pacific Isle Pub, 1991); Emily Olin,
Singing in Russian (New York: Scarecrow Press, 2012); Belov, Libretti of Russian Operas.

34 Anton Belov, Russian Art Song, ‘Russian Lyric Diction’. Last modified March 15" 2013.
http://www.russianartsong.com/A-Guide-to-Russian-Diction-Full-Version.pdf

% Belov, Libretti of Russian Operas, Xiii.
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Table 3. Method for preparation of repertoire: Translate — Transcribe — Speak — Sing

Translate
Singing requires a balance of text and music in performance. A requirement to
successfully deliver the text is to understand the meaning of the words. Translating
the text is vital to the understanding of any language other than the native tongue.
The Italian phrase “Tradurre, e tradire” (“To translate is to betray”) best describes
the painstaking and difficult nature of translating from one language to another. Many
nuances of a specific language are lost in translation in this process.

Transcribe
Transcribe the original texts into speech sounds in the LD of the specific language.
The system of transcription of speech sounds used is the International Phonetic
Alphabet. Each text is to be presented in broad transcriptions of IPA for consistency
of speech sounds in singing. Each language has their own systematic approach to
phonetic transcription, some using extra symbols where required.

Speak
Write the IPA transcription onto the music and speak through the transcription in
rhythm notated on the score. The notated rhythm almost always indicates the metre
of the text. This is to develop the stress and inflection of the language. Avoid
developing habits of rapid declamation, as this tends to shift the stress off a word
making it unintelligible or giving it a different meaning.

Sing
Fit the text to the melody and rhythm of the music by singing. The vocal resonance
will be improved by the work already done in transcribing the text for LD and
speaking the text through in metre.

These four stages aimed to deliver accurate diction for both Croatian and Russian vocal

repertoire efficiently. In particular, it sought to address the common problems among singers
who make the mistake of using the words of an aria or song to learn the notes with the result
that errors of pronunciation becomes entrenched creating issues of fluency and intelligibility

and requiring additional time to correct.

Having established the approach to LD and the method to learn the repertoire, it is appropriate
at this stage of the discussion to comment on the repertoire itself. The body of work written for
the Croatian language is relatively small when compared with that of French, German, and
Italian. Access to this repertoire in the initial stage of the research was limited for two reasons.
First, there few books or other literature on Croatian vocal repertoire and limited scores
available in Australian libraries. Second, even when material was identified, some works were
unpublished or lost. Since access to scores in Australia was difficult, travel to Croatia in January
2014 was undertaken in order to obtain essential sources from the National University Library
of Croatia in Zagreb and the Music Academy of Zagreb. During this trip a number of musical
scores and manuscripts were located (see Table 4). On return to Australia the materials were

reviewed and repertoire chosen for performance based on suitability for the author’s voice,
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significance of the work in the corpus of Croatian language works in particular and the
historical significance in general. The works also were chosen for performance to highlight

parallel developments between Croatian and Russian repertoire of a similar era and style.

Table 4. Musical scores and manuscripts found during the research trip to
Croatia in January, 2014

Origin Work and Date Published Composer Availability and
condition
National and University Opera Ljubav i Zloba (1846) - | V. Lisinski Original manuscript,
Library in Zagreb Excerpts (1819-1854) | fair
National and University Opera Ljubav i Zloba (1948) - | V. Lisinski Piano vocal score, good
Library in Zagreb Excerpts
National and University Opera Mislav (1870) - 1. Zajc Original manuscript,
Library in Zagreb Excerpts (1832-1914) | rough
National and University Opera Nikola Subi¢ Zrinski 1. Zajc Piano vocal score, good
Library in Zagreb (1976) - Excerpts
National and University Opera Adel i Mara (1932) - J. Hatze Piano vocal score, good
Library in Zagreb Excerpts (1878-1959)
National and University Adelova Serenada (1932) J. Hatze Piano vocal score, good
Library in Zagreb
National and University Opera Ero s onoga svijeta J. Gotovac Piano vocal score, good
Library in Zagreb (1955) - Excerpts (1895-1982)
National and University Popoievke (1984) - Excerpts 1. Zajc Full score, good
Library in Zagreb
Music Academy of Zagreb | Opera Ljubav i Zloba V. Lisinski Hand written
(1870-90) - Excerpts (Zajc copy) manuscript, fair

Although small in number and infrequently performed in Australia, Croatian vocal repertoire
identified in the research for this study offers a fascinating combination of musical influences
from German and Italian styles delivered in the Croatian language which become evident
upon listening to the recitals. These styles can be better understood through the influence and
training of each of the composers. For example, Lisinski’s main musical influence is
described as Germanic from the formal training he received in Zagreb and Prague. On the
other hand, Zajc’s musical influence is strongly Italianate from his formal training in the
Milan Conservatory, often being dubbed by some as ‘the Croatian Verdi’.3® Composers such
as Gotovace and Hatze, in turn, directed their efforts to folk music. These composers
arranged folk songs and incorporated them into operas and art songs. Achieving historically
accurate performance practice in performance, rigorous study was done on musical style of

each period as well as the appropriate use of LD.

36 Jvir. Music in Croatia, 200.
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Three public recitals presented repertoire from art song and opera repertoire.®” Due to the vocal
demands of the operatic repertoire, the arias were performed over two recitals allowing clear
delineation between the Croatian and Russian across Recital 2 and Recital 3. The three recitals
document the practical application and development of the author’s method over the course of
the study in terms of the relationship of Croatian LD to Russian LD. A number of songs and
arias in the recitals were Australian premiere performances. Specifically the chosen songs from

Lisinski and Zajc, as well as chosen operatic excerpts by Hatze, Lisinski and Zajc.

The following discussion is divided into three sections that correlate with the recitals. In each
section, the application of the method is demonstrated with reference to specific examples from
the performance to highlight issues of LD and how they were approached and resolved in

practice. These cases provide insight that broadly applies to all repertoire under investigation.

3" Three CDs of recordings of the recitals are found included as part A of this submission. See Appendix B for a
list of repertoire and Appendix C for program notes.
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2. Exploring the Synthesis of Archaic and Standard Croatian Lyric Diction — Recital 1

Repertoire for Recital 1 was chosen to showcase the relationship between Russian and Croatian
while demonstrating the contrast in musical styles. The Croatian repertoire focused on works
of poetry by Petar Preradovi¢ (1818 — 1872) as his poetry reflects the literary style of the
Illyrian movement. Other selected Croatian repertoire included settings of texts by August
Senoa (1838 — 1881) and Vladislav Vezi¢ (1825 — 1894).3 It could be argued that the chosen
Croatian repertoire should have been performed in AC as both text and music were written
before 1892. Since these texts were updated and edited into SC in recent editions, the protocol
for this project dictated that all the songs in Croatian required a synthesis of both SC and AC.
By comparison, the selected Russian repertoire use the poetry of Alexandre Pushkin (1799 —
1837) and Daniil Rathaus (1868 — 1937), two contrasting poets of differing literary eras.
Selected works by Glinka include texts by which are drawn from poems by Pushkin whereas

the Tchaikovsky (1840 — 1893) songs have texts by his contemporary Rathaus.

2.1 Translate

The first challenge in preparation of the Croatian repertoire was translating the AC texts into
English. It was clear that the text of the chosen Croatian repertoire adapted the modern
orthography. Regardless of the obvious changes in orthography, the synthesis was used as the
middle ground between AC and SC. The modern SC dictionaries could not define or did not
contain some key words in AC. For example, some words and expressions that seem to have
fallen into obscurity with the changing fashion of the language were not listed. The task of
translating these expressions are difficult for those who are only accustomed to SC. However,
older words and expressions are often preserved in regional dialects, or by the Croatian
diaspora living abroad. The author therefore obtained assistance from Australian resident
Croatians who are fluent in several dialects to translate the AC texts more accurately. The
author also referred to the German translations of selected Lisinski songs to assist in translating

the AC into English.%

38 Refer to Appendix B for full repertoire list.
39 Vatroslav Lisinski, Popijevke (Zagreb: Cantus d.0.0., 2009) X —Xiv.
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2.2 Transcribe

Prior to Recital 1, at the first attempts to identify a Croatian LD, Belov’s Russian LD was
applied to the Croatian repertoire. Even at this early stage it was clear that the Russian
transcription system could not accurately represent Croatian LD. The problem, faced are
demonstrated in Example 1 which is an initial transcription of the text ‘Osamljen’ by Vatroslav

Lisinski;

Jadno ti je srce u junaka, kad mu ljubu crna zemlja krije
[ ‘jadno tii je "sortse u ju' naka kad mu "Pubu ‘tsorna ‘zemlia ‘kriije |

Example 1. Russian symbols for selected Croatian text

The first issue is the symbol for /a/. In Croatian speech, the /a/ is closer to the Italian [a]. This
same vowel quality is related to the English ‘up’ [A] vowel, though it is always perceived as
short in duration. In Example 1, the /a/ is far too back in in the throat if the Russian [a] is used.
A decision was made to assign the Italian usage of the symbol [a] for the Croatian /a/ vowel.
This was intended to remove any indication to sing vowels in the back of the throat. The second
issue arises because the Croatian /i/ vowel is not as tense as the Russian phonetic symbol would
suggest. The vowel quality is more lax, opening towards the unstressed [1] vowel. Although
this sound is brighter than the German sound, [1] was chosen to distinguish the phoneme from
the Russian [i]. Finally, /1j/ has always represented a single sound according to the Croatian
alphabet. This indicated that it needs to be one sound. The closest relation in Russian is the
‘soft I’ or [I] sound, which does not accommodate for the Croatian language pronunciation. In

this case, the symbol [A] was used for /lj/, as heard in Italian words like ‘gli’ [£i].

Since all the repertoire for the recital was using a synthesis of both AC and SC, the features of
AC were applied to the SC text. The ‘vocalic 1’ changed its quality from [or] in SC, to [ar] for
AC. Using the vowel [A] meant that an English speaker would habitually neutralise the vowel
and place less emphasis on the syllable. This symbol in English LD was deemed suitable for
describing the openness of the vowel in a ‘vocalic r’ for AC. The Russian symbols for [or]
would be acceptable for SC and speech, but not AC or synthesised diction. Example 2 is the

result of refining the initial transcription to take into account these decisions.
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Jadno ti je srce u junaka, kad mu ljubu crna zemlja krije

[ 'jadno t1 je ‘sartse u ju'naka kad mu 'Aubu 'tsarna ‘zemAa ‘krije ]

Example 2. Updated symbols for selected text

Although Croatian and Russian are both proto-Slavic languages, Dr. Belov’s Russian LD was
specifically developed for the Russian language. Borrowing symbols and methods from
Russian proved to be an invaluable aid in establishing a Croatian system of phonetic

transcription.

2.3 & 2.4 Speak and Sing

Text is primary when performing art songs. Review of Recital 1, however, exposed a recurring
flaw in the delivery of text in both languages. In the author’s English-speaking articulation of
the transcriptions, it was discovered that not enough attention had been placed on consonant
combinations, classified phonetically as affricate-consonants. More specifically, the obscure
consonant combinations not present in the English language, as shown in Example 3, caused

problems.

‘Kakva’ [ 'kakva ] was pronounced [ 'kakav ]*°
‘Mpomnsimu’ [ pra ' prili | was pronounced [ par'prili ]*
‘cTpacTHO’ [ 'strastna ] was pronounced [ 'srastno ]*?

Example 3. Phonotactic flaws in Croatian and Russian observed by the author

Example 3 exposes the issues concerning the fluency of obscure affricatives for the English
language. Correcting these phonotactic problems were addressed as part of the preparation

for Recital 2.

“0CD 1, Track 6, 1:52
“1CD 1, Track 11, 0:20
“2CD 1, Track 16, 1:03
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3. Exploring the Differences between Archaic and Standard Croatian Lyric Diction —

Recital 2

The time leading up to Recital 2 included reflection on Recital 1 and revision of the system for
LD. One main area included memorisation of the text without radically changing the selected
methodology. It was clear that each language required greater emphasis on flow, rather than
forced fluency. Although there was only one month separating Recital 1 and 2, there was

sufficient time to test the proposed system for memorising texts in Russian.*?

3.1 Translate

The Russian operatic excerpts all came from librettos by Pushkin. Belov had transcribed and
translated the Russian repertoire chosen for Recital 2** thus allowing this author more time to
research and transcribe the Croatian texts. The chosen excerpts from Croatian operas allowed,
for the first time in the project, a comparison between AC and SC in context. ‘Vukoslav’s aria’
from the opera Ljubav i zloba stood as the model of comparison between AC and SC. The AC

and SC texts for this aria are presented below in Figure 6.

43 Please refer to CD 2 for the recording of Recital 2.
44 Belov, Libretti of Russian Operas, 24 — 29, 277 — 279, 413.
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1846 1948 %
Bit ¢u osvetjen! Ja ne dvojim vise. Osvecen bit ¢u! Nema sumnje vise.
Velimir se nagovorit dade Velimir se nagovorit dade,
da je Obren izdajnik i hulja!

Keéer prisilit da obrenu pise Prisilit kéer ¢e da mu dade jasan znak
Da se odrece navjek svake nade! Da ga se odriCe, i to za v’je ke sve!
Da je jurve drugom sarce dala I jo§ da znade za izdajstvo njegvo,
A $to njemu kaza bi tek Sala. Koje na njeg svalih ja i da ga prezire!
Tako ¢uga bacit, snegvog neba Tako stjerat njeg Cu iz njegvog raja,
Ta poruga ranit ¢e ga jaCe Znam da ta v’jest ¢e ga ranit jace.
Neg da mu ugrud ubodem sve mace Nek da mu u grud zabodem sve mace.
Tako, Tako, osvjetit se treba. Osjetit ¢e tako ljuto on osvetu moju!
Nuto joste nije sva osvjeta No to joste nije osveta moja sva:
Mom robimom ima postak kleta. Mojom robinjom nora postat Ljubica,
Pogorjet ¢u njenog otca dvore Zapalit ¢u oca njenog dvore!
Proliti cu mnogo kaplju karvi Mletacke ve¢ Cete gradu se blize,
I kad bude dole, Sto je gore, U luku ve¢ su stigle duzdeve ladje,
I sve oganj i oruzje smarvi, Svi u ropstvo sad ¢e pasti nase
Ta da ¢u se umirit ja! I tek tad bit ¢u smiren ja i moja krvna osveta.

I tek tad ¢u se smirit ja, da! I moja osveta!

Figure 6. Lyrics to ‘Vukoslav’s aria’ from the Opera Ljubav i zloba (1846) by Vatroslav Lisinski:
Final and original draft by Dimitrija Demeter in 1846 (first column), and revised text by Tito Strozzi for the
Zagreb Music Academy (1948).47

It is clear from Figure 6 that significant changes in the language occurred in the period
between the original AC to the updated SC. The most obvious difference between the two
texts is that there are significantly more words used in the SC. On the other hand, the SC text
was easier to translate since it is closer to SC. By comparison, AC once again required special

attention to deliver an accurate translation.

%5 Refer to Appendix D ‘Recital 2°, 3 — 4.
46 Refer to Appendix D ‘Recital 2°, 1 — 2.
47 Tito Strozzi (1892-1970), actor and translator of classic plays and dramas into Croatian.
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3.2 Transcribe

As explained in both the Introduction and Diction Guide, there are both lexical and
phonological differences between AC and SC. In Figure 6, some words in the text are shared
across between AC and SC. These must be treated differently according to the rules for each
type of diction. Once it was ascertained that a text was AC or SC, then the appropriate approach
to diction could be made. A comparison of closely related words from both texts is presented

in in Table 5.

Table 5. Closely related words in AC and SC

Archaic Croatian Spelling with IPA Standard Croatian Spelling with IPA
Osvetjen [ o'sveteen | ‘avenged’ Osvecen [ o'sveteen |
Odrece [ o'dretee | ‘deny/renounce’ Odrice [ o'dritfe ]
Negvog [ negvog | ‘his’ Njegvog [ ‘negvog |
Neg [ neg ] ‘to let’ Nek [ nek ]

Nuto [ 'nuto ] ‘but it’ Noto [ 'noto |

Mom [ mom | ‘my’ Mojom [ ‘'mojom |
Postak [ ‘postak ] ‘become’ Postat [ "postat ]
Otca [ 'otsa | ‘father’ Oca|[ 'otsa |
Karv(i) [ karv ] ‘blood’ Krv(na) [ korv]
(Se) umirit [ u'mirrt | ‘calm/reassured’ (Se) smiri [ "smurtt |

As shown in Table 5, closely related words in the language have changed due to language
reform from AC spelling, for example, the original spelling of ‘Odrece’ changes slightly
‘Odrice’ in the updated SC edition.

3.3 Speak
In regards to Russian texts, the Belov transcriptions of librettos were accessible and used for

the recital. *®

During preparation, Finn’s Ballad from the Opera Ruslan i Lyudmila was proving
difficult due to the extremely long text and rhyme pattern. Separation of syllables improved the
ease of declamation and efficient memorisation. This process was then extended to other works

in Russian.

48 Belov, Libretti of Russian Operas, 24 — 29.
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3.4 Sing

In practice, the performance of both versions of Vukoslav’s aria demonstrates the discrepancies
between the original and modern. The same issue would occur when a translated text is used
in performance. The results of translation are less satisfactory than the original text, because
the composer initially set the vowels and consonants of the original to specific registers of the
voice for specific tone colours and more resonant energy. In addition, the vowels of the original

text would have been placed in specific areas to accommodate the passaggio.*®

A §to_ ne- mu_ ka - za bi tek_  3a - la!
[a fto_"'pe- mu_ ka - za b1 tek_ 'fa - la]

Ko-je_ na_ njeg sva -lih ja, i da_ ga  pre - zi - re!

[ko-je_ na_ peg  ‘sva - lix ja 1 da_ ga ‘pre - oz - rg]

Figure 8. Excerpt from ‘Osvjeéen bit ¢u’ — 19485

As shown in Figure 7, the text has been organised in the music to accommodate the rising vocal
line with suitable vowels and consonants. By comparison, Figure 8 has more vowel changes
and less suitable vowels ascending to and through the passaggio. More specifically, observe
the differences in the third bar leading into the fourth above. Figure 7 has a healthy vowel
transition from [€] to [a], while Figure 8 ignores this by inverting these vowels through the
passaggio. Reversing the vowels in the passaggio can create difficulties for a performer. The
original sonority of the text and music is impaired in the SC setting due to the misplacement of

the natural vocal stresses.

To explore the issues with the new editions further, a closer investigation of the sources allowed

the author to compare and observe the changes from AC to SC. This is shown by comparing

%9 The ‘Passaggio’ is an acoustically difficult range of notes from C4 to F#4 for the tenor voice.
%0 Refer to Appendix D (CD) ‘Recital 2’ 8 - 13, CD 2, Track 2
51 Refer to Appendix D (CD) ‘Recital 2’ 2 -7, CD 2, Track 1
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between three different editions. Figures 9, 10, and 11 present the first four bars of text from

“Vukoslav’s aria’ to demonstrate the changes in the text layout in the music.
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Figure 9. Original Manuscript from 1846 (Vatroslav Lisinski)
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Figure 10. Manuscript from the Music Academy of Zagreb by Ivan Zajc between 1870 and 1890 (edited text in
pencil by Tito Strozzi, 1948)
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Figure 11. Centennial edition of 1948 (handwriting on copy by author, 2014)

What is interesting in Figures 9, 10 and 11 is the way that the text gradually changed from 1846
to 1948 through the editing process. Figure 10 is probably the best example since the
handwritten document was edited in pencil for the updated edition in Figure 11. In this process,
we see how the issue relating to fluency is resolved by resorting to logical principles of stress
and metre in music. In Figures 9 and 10, for example, the original AC text leads the phrase to
its proper stress for ‘Osvetjen’ pronounced on the second syllable [ o sveteen |. By comparison,
the updated SC text in Figure 11 does not place stress accurately as it shifts the stress from the
second syllable to the first syllable. This was a critical factor to the choice of singing in AC
rather than the updated SC. The results of Recital 2 showed that a knowledge of the original
text allowed greater insight into the composer’s intent, even though SC texts are used in favour
of AC at present.>® Furthermore, knowledge of AC allowed the synthesis of AC and SC to be

used in the sung repertoire when needed.

52 “Knjizevni (Modern Academic) is to be used for singing...Archaic is not a language used today” Vlatka
Orsani¢, in conversation with Branko Lovrinov, Zagreb, January 21 2014; “Mostly KnjiZevni Hrvatski
(Academic Croatian)...Archaic is not performed much now days...” Ivan Skender, in conversation with Branko
Lovrinov, Zagreb, January 22" 2014.
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Apart from the obvious separation of AC and SC in performance, it was unfortunate that the
final aria of Recital 2 was not performed at the same standard as previous arias. On reflection,
‘Adel’s aria’ failed to meet the required standard due to physical stresses and fatigue.>
Simply stated, failure to deliver for this recital was not because the repertoire was too vocally
challenging, but due to the limited physical and mental preparation for this particular
performance. The challenge of preparing a recital with new repertoire in a single month could
also have contributed to the poor outcome. Discussion of the precise cause of the problem

was investigated prior to Recital 3 and is discussed further in the context of that recital.

53 CD 2, Track 9
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4. Exploring the Differences between Russian and Croatian Lyric Diction — Recital 3

There were three months between Recital 2 and Recital 3, allowing opportunity for detailed
reflection on the phonetic system for Croatian LD and its effectiveness for successful delivery
of the text in performance. This process resulted in adjustments that moved away from the
established Russian model to strengthen its application in the context of Croatian repertoire.
Recital 3 presented works from Russian and Croatian composers. In view of the focus on
Croatian music, this recital commemorated the centennial memoriam of the death of Ivan pl.

Zajc.>

4.1 Translate

Translations of AC, as with the previous recitals, required the assistance of Croatian residents
in Australia to distinguish the meanings of some words in AC. This usually involved translating
the text in two stages — first from AC into SC, then from SC into English — to ensure an accurate
translation. Translations of the Russian works were completed by using source materials such
as synopses of the operas in conjunction with a dictionary to identify stress patterns in words

and phrases.

4.2 Transcribe

The features described in the Russian system are far more complex than those of the Croatian.
Transcribing Russian into IPA can prove difficult at first encounter, as the language is not
phonetic or in a common alphabet. As noted previously, Belov has developed a LD system for
vocal repertoire with texts in Russian. When applying this system to the repertoire for Recital
3, an eight-step approach emerged.>® These ‘Eight Steps for Russian Transcription’ are applied
here to the text of ‘Houn’ (Night) by Daniil Rathaus as an example of how each step was applied
to Russian texts performed in the recital (see Example 4).

“MepKHeT cl1a0bIii CBeT CBEUH, OPOAUT MPAK YHBUIEL... U TOCKAa CYKUMAET TPy C HEMOHATHON CHIIOH.

Ha nevanpHbIe 171233 THXO COH HUCXOIWT. .. ¥ C MPOLICAIINM B 3TOT MUT Peyb JyIIA 3aBOIHT.
HcTomumacs oHa TOPECTHIO TITyOOKOH. .. TIOSBUCH JK€, XOTh BO CHE, 0, MOU ApYT Aanékuii!”

Example 4. ‘Hous’ (Night) by Daniil Rathaus

5 Please refer to CD 3 for the recording of Recital 3.
% These eight-steps proved affective for Recital 3, and so were subsequently applied to revise the Russian songs
in Recital 1. These revised transcriptions are found in Appendix D.
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Step 1: Finding Stress

Russian pronunciation is largely dependent on the stress within words. Finding word stress was
the primary step to transcribing material which has not been transcribed previously. While
single syllabic words hold their own stress, finding word stress in polysyllabic words was the

primary goal. Example 5 illustrates how stress was identified in the text.

“MépkHeT crabblil CBET CBeYH, OPOMUT MPAK YHBIIBIH... B TOCKA CKUMAET TPYIb C HEMOHATHOMN CHIION.
Ha meyanbHble 11a3a THXO COH HUCXOAUT... ¥ C MPOIIEIIINAM B STOT MUT PEYb AYIIA 3aBOJMT.
Hcromiinacs oHA TOPECThIO TITYOOKOIA. .. MOSBICH K€, XOTh BO CHE, 0, MOM JAPYT Janékuit!”

Example 5. Finding stress (stressed syllables marked in red with an accent)

Step 2: Initial Transcription and Reduce Vowels ‘a’ and ‘o’

Transcribing the Russian Cyrillic into IPA was done by referring to Belov's system for LD. This
initial transcription became the framework of all further progress in transcription. All vowels
and consonants were assumed to be 'hard' at this stage of the process. After constructing a basic
transcription, the next task required the reduction and neutralisation of the vowels /o/ and /a/.
The easiest approach was to find all of the ‘a’, ‘0’ and ‘s’ letters in the text. The rules for vowel
reduction were simplified in order to transcribe the correct phonemes: For an ‘a’, it was always
reduced to an [9] both before and after the stress. The ‘0’ reduces to an [a] immediately before
a stress, but reduced to an [o] two or more syllables before the stress and after the word stress.
The letter ‘s’ was always reduces to an [a] both before and after the stress. Example 6 shows

the result of this simple vowel reduction process.

“MépKHET crabbIit CBET CBEUH, OPOIUT MPaK YHBUIBIMH... M TOCKA CXKUMAET TPYIb C HETIOHATHOMN CHIION.
[ 'merknet "sLabij svet sve'tfi 'brodit mrak u'nirij ita'ska s3i'maet grud s nepa’'natnaj ‘siLdj ]

Ha niewansHele 171434 TAXO COH HUCXOIHNT... ¥ C TPOIIEMIINM B 3TOT MHUT PEUb IYINA 3aBOINT.
[ na pe'tfarnie gLo'za 'tixo son ni'sxodit i spra’fedfim "vetot mig retf du'[a zo'vodit ]

Hcromimacst OHA TOPECTBIO TITYOOKOM. .. TIOBHCH K€, XOTh BO CHE, O, MO JIPYT Janékmii!”
[ ista'mirase a'na 'gorestju gru'bokaj pajo’'vis 3¢ xot va sne a moj drug do 'rokij |

Example 6. Reducing vowels ‘a’ and ‘o’ (changes indicated in red)
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Step 3: Finding Soft Vowels and Soft Indicators
The Russian language has soft and hard consonants. Consonants are indicated as being ‘hard’

or ‘soft’ by the vowels preceding them.”® The soft indicating vowels are ‘u’, ‘e’, ‘a’, ‘&’, ‘10°,

along with the soft indicating symbol ‘s’, as shown in example 6.

“MeépkHeT cnabblit CBET cBeur, OPOIUT MPaK YHBUIBIN... i TOCKA CXKUMAET TPYIb C HEMOHATHOM CHIION.
[ 'mjerknjet "sLabij svjet svje'tfji ‘brodjit mrak u'niryj ita’'ska s3ji'majet grud s njepa’natngj 'sjirej |

Ha meyansHble 171234 THXO COH HUCXOAUT... ¥ C MPOIIEIIINAM B 3TOT MUT PEYb AYIIIA 3aBOJNT.
[ na pje'tfarjnije gro'za 'tjixo son nji'sxodjit i spra’ [jedfim ‘vetot mjig rjetf du'fa zo'vadjit |
Hcromiinacst oHa rOPECThIO TITYOOKOIA. .. MOSBICH e, XOTh BO CHE, 0, MOM JAPYyT Janékuit!”
[ ista'mjiLess a'na "gorjestjju gru bokaj pajo’vjis 3je xotj va snje a moj drug do'rjokij |

Example 7. Finding soft vowels (soft indicating vowels marked in red)

Step 4: Softening the Consonant / Palatalisation

Soft consonants can occur in two ways: first with the soft indicating vowels ‘u’, ‘e’, ‘a’, ‘€’
and ‘1o’ dictating the quality of the proceeding consonant and second with a soft indicator ‘b’
after a consonant. Palatalised consonants ‘mr’, “x’, and ‘i’ cannot be further palatalised. Be

sure not to confuse the soft indicator ‘b’ with the hard sign "b'.

“MépKHET crabbIif CBET CBEUH, OPOIUT MPaK YHBUIBIH... M TOCKA CKUMAET TPYIb C HEMIOHATHOMN CHIIOH.
[ 'mierkniet ‘sLabij sviet svie'tfi "brodiit mrak u'nitij 1ta’ska s3i'majet grudi s niepa niatnoj 'siLoj |

Ha negansHble 171234 THXO COH HUCXOIHT... M C MPOIIEMIINM B 3TOT MHUT PEUb IYINA 3aBOJUT.

[ na pie'tfalinije gLo'za "tiixa son nii'sxodiit i spra’ fedfim 'vetot miig rietf du’ fa zo'vodiit ]

12

Vicromimacst OHA TOPECTHIO TITYOOKOIA. .. TIOTBHCH JKe, XOTh BO CHE, O, MO IPYT TAIEKHit
[ ista ' miiLasis a'na 'gorlestiu gru ' bokaj pajo’ viisi 3¢ xoti va snie a moj drug do 'liokiij ]

Example 8. Palatalising the consonant (palatalised consonants marked in red)

Step 5: Consonant Assimilation and Final Consonants

Consonant assimilation in Russian is required when liaising from one consonant to another.
The phonotactic rule for Russian indicates that the final of a consonant cluster in a word
determines the voiced or voiceless quality. This is the same for determining a series of hard or
soft consonants. If a voiceless consonant is the final of a consonant cluster, all other consonants
preceding it must become voiceless. This is the same for palatalisation of consonants. Final

consonants at the end of a word are always voiceless, unless they precede a voiced consonant.

% In cases where an ‘e’ is stressed, it may be morphed into ‘&’ [jo].
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“MépkHeT cnabblif CBET CBe4r, OPOIUT MPAaK YHBUIBIN... H TOCKA C)KUMAET TPYIb C HEOHATHOMN CHIION.
[ 'mierikiniet ‘sLabij siviet sivie't[1 "brodiit mrak u'nirij ita’'ska 3 31'majet gruti si niepa niatnaj ‘siLoj |

Ha meyanbHble 171434 THXO COH HUCXOAUT... ¥ C MPOIIE/IIUAM B 3TOT MUT PEYb JYIIIA 3aBOJIHT.
[ na ple'tfalinije grLo'za "tixo soni_nii'sxodiit i spra’[etfim 'vetot miik retf du’ fa zo ' vodiit ]
Hcrominacs oHA rOPECThIO TITYOOKOIA. .. MOSBHICH 7K€, XOTh BO CHE, 0, MOM JpyT Janékuii!”
[ ista'miiLasio a'na 'goresitiu gru'bokoj pajo’ viisi 3e xoti va snie a moj druk do'liokiij ]

Example 9. Consonant assimilation and final consonants (marked in red)

Step 6: Morphing ‘n’

The detail surrounding the ‘u’ is another issue when transcribing Russian texts. When /1/ is an
initial (and proceeded by a hard consonant in previous word) or preceded by a ‘x’, ‘i’ or ‘ur’,
the vowel will change to an [1]. In the case of ‘mit’, it may morph into either an [1j] or [9j] after

a ‘k’, ‘T’, or ‘x’. In poetry, the sound of an ‘mit’ is determined by the corresponding rhyme.

“MépKkHeT crabblit CBET CBeUH, OPOIUT MPAaK YHBUIBIN... M TOCKA CXKUMAET IPYIb C HEMOHATHOMN CHIION.
[ 'mierikiniet ‘sLabij siviet sivie't[1 "brodiit mrak u'nitij ita’'ska 3 3t'majet gruti si niepa niatnoj 'siLoj |

Ha negansHble 171434 THXO COH HUCXOMUT... ¥ C MPOIIEMIITIM B TOT MHUT PEYb JYINA 3aBOINT.
[ na pie'tfalinije gLa'za "tiixa soni_nii'sxodiit i spra’fetfim 'vetot mitk rietf du’ fa zo'vodiit ]
Hcrominacst OHA TOPECTIO ITYOOKOW. .. TIOABICH JKe, XOTh BO CHE, 0, MO IpyT manékmii!”

[ ista'miiLasio a'na 'goriesitiu gLu'bokaj pajo’ viisi 3e xoti va snie a moj druk do'liokaj ]

Example 10. Morphing ‘u’ (marked in red)

Step 7: Morphing 'e’
After a consonant is softened, any ‘e’ preceding it is changed from [€] to [e]. This morphing
occurs as a phonotactical preparation for a softened consonant. It also occurs when the ‘e’

precedes an ‘u’ or ‘it’. This feature of Russian is quite unique since it is not present in any other

languages along the Proto-Slavic branch.

“MeépKHET crabbIit CBET CBEUH, OPOIUT MPaK YHEUIBIH... M TOCKA CXKUMAET TPYIb C HETIOHATHOMN CHIION.
[ 'mierikiniet ‘sLabij siviet sivie'tfi "brodiit mrak u'nitij ita'ska 3 3t 'majet gruti si niepa 'niatnoj 'sicoj |

Ha nievansHele 11a3a TAXO COH HUCXOINT... ¥ C TIPOIIEMIINM B 3TOT MHUT PEYb YA 3aBOINT.
[ na ple'tfalinije gro'za 'tixo soni_nii sxodiit i spra’ fetfim 'vetot miik rietfi du'fa zo'vodiit ]

Hcrominacst oHA TOPECTBIO TITYOOKOI. .. OSIBICH XKeE, XOTh BO CHE, 0, MOM Jpyr aanékuii!”
[ ista'miiLasio a'na 'goriesitiu gru ' bokaj pajo ' viisi 3e xoti va snie a moj druk do 'liokaj ]

Example 11. The Morphing ‘e’ (marked in red)
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Step 8: Exemption and Irregularities in Spelling

After Step 7 the transcription is almost complete. The exceptions in Russian spelling can
gravely alter the detailed accuracy in the transcription. There are no visible exceptions in the
example text, here are a few examples to understand the exceptions that exist in Russian

diction.

A silent consonant usually appears in the word ‘comnre’ [ sontse | omitting the ‘n’ sound. In
the case of ‘BctB’, it is always pronounced [ stv ], dropping the initial ‘B’. Similarly, the
morphing consonant ‘U’ in ‘UYro’ is pronounced as [ [to ] despite this letter symbolising the
sound [tf]. Another small exception is when a ‘r’ [g] turns into a [v] before a velar ‘x’, ‘a4’ or
‘x’. It is advisable to find these common exceptions either through a reliable text-based source
like Belov’s publication or through a Russian language coach with a knowledge of Russian LD.
Comparing the first [PA transcription with the final result, the changes made are significant for

the Russian for correct delivery:

[ 'merknet "sLabij svet sve't[i 'brodit mrak u'nirij ita'ska s 3i'maet grud s nepa'natngj ‘siLoj |
['mierikiniet "sLabij siviet sivie't[1 "brodiit mrak u'nirij ita'ska 3 3t'majet gruti si niepa 'niatngj siLoj |

[ na pe'tfarnie gro'za 'tixa son ni'sxodit 1 spra’ fed[im "vetot mig retf du’fa zo'vodit |
[ na pie'tfalinije gLo'za 'tiixa soni_nii'sxodiit i spra’fetfim 'vetot miik rietfl du’ fa za'vodiit ]
[ ista'miLoss a'na 'gorestju gru'bokaj pajo’vis 3€ xot va sne a moj drug do'rokij ]
[ ista'miiLasio a'na 'gorlesitiu gLu bokaj pajo’viisi 3e xoti va snie a moj druk do'liokaj ]

Example 12. Comparing initial and detailed transcription

By repeating these eight steps for each Russian text in the recital, the transcription process
became easier for the author. Transcribing these texts as a repeated exercise resulted in a greater
awareness of the text and an improved understanding of the detailed sounds of the Russian

language in Recital 3.

4.3 Speak

Syllabification of the text based on the LD system for Russian and Croatian employed in this
study was implemented for Recital 3 with improved outcomes for memorisation of repertoire.
Specifically, while reciting the Russian, the author had greater awareness of distinctions
between soft and hard consonants, the morphing vowels, and assimilated consonants in

performance. This awareness reinforced the distinct separation between Croatian and Russian.
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4.4 Sing

Reflecting on Recital 3, it was clear to the author that the performance successfully
demonstrated the distinction between Croatian and Russian LD. The main factor observed by
the author was the heightened awareness of phonetics and phonotactics in each language. This
was vital to understanding the distinction between the LD of the two target languages. Apart
from awareness, this performance aimed to deliver the repertoire at the highest possible
standard. The author felt that it was important for this final recital to highlight even the most

difficult aspects of performing Croatian LD.

Consequently, Adel's aria ‘Oj, Splite Grade’ was performed as an encore to provide the
opportunity for the piece to be performed correctly.>’ As explained in Chapter 3.4, the previous
performance of this aria in Recital 2 was not performed as desired due to fatigue and
performance stress.*® By comparison, the performance of the text of this aria in Recital 3 was
performed with greater fluency which aided in the delivery of the vocal line. Comparing
differences in the recordings from Recital 2 and 3, an improvement was found mainly in the

opening recitative as well as an improvement in phrasing throughout the aria.>®

Throughout this project the application of the approach for the delivery of Croatian LD was
used to aid the performance of the text and was not focused on the tonal development of the
voice. An unexpected outcome, however, noted by both the author and his supervisor was that
a perceptible improvement in tonal quality occurred during the period of the study as a result

of improved confidence and fluency with both Russian and Croatian LD.

5"CD 3, Track 8

%8 CD 2, Track 9

%9 CD 3, Track 8, 0:00 — 0:30, and 0:30 — 2:00

80 Commentary from the author’s voice teacher: “It is apparent to me that your tonal quality in both Russian
and Croatian improved through the preparation period and subsequent recitals as the phonemes became more
precisely defined and internalised. The voice can only produce those sounds which the internal, mental ear
hears and as your hearing of these sounds focused, so did the tonal quality focus and become more resonant.
The phonological loop requires a clear mental ideal of the sound in order to efficiently modulate voice output.”
Patrick Power, in conversation with Branko Lovrinov, Adelaide, December 15" 2014.
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5 — Conclusion

This study has delivered an approach to Croatian LD by drawing on a broad understanding of
linguistics, historic Croatian literature and adapting musical styles of the period into the
author’s performance practice. More specifically, it has established a system of phonetic
transcription which combines IPA with an approach derived from Belov’s Russian LD.
Through its application in the preparation of performances of the three recitals of Croatian and
Russian repertoire dating from 1833 to 1933 it has demonstrated that the approach is applicable
to both AC and SC. Moreover, it has helped this native English speaker to deliver the correct

pronunciation of Croatian LD.

Having established the approach to LD, a four stage method was applied to the preparation of
repertoire. Table 6 compares the application to Croatian and Russian. It highlights some
variations to its application required by the characteristics of the two languages and their use
in vocal repertoire. For example, the method of applying eight-steps of transcription was
discussed. By comparison, the historical development of Croatian required sensitivity to the

year that a composition was written or the particular work of the composer.

Table 6. Comparing the Method used for Croatian and Russian LD

Russian Method

Croatian Method

Translate

Transcribe
Eight-steps for Russian Transcription

Translate
Identify: Archaic or Standard

Transcribe
Protocol: Archaic, Standard, or Synthesis

Speak Speak
Syllabification Syllabification
Sing Sing

In addition to the development of a systematic approach to Croatian LD, three areas for future
research also emerged during the investigation. First, during the visit to Zagreb in January 2014
it was interesting to learn that some interviewees had a general understanding of AC, but chose
to ignore it in relation to repertoire. While AC seemed unnecessary or insignificant to them, it

became of paramount importance to the author when working with the repertoire, a conclusion
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subsequently reinforced when reviewing literature dating from the era. This area certainly

warrants further investigation.

Second, it also became apparent to the author that AC is etymologically related to Russian by

looking at the etymology of spelling in AC and Russian (see Table 7).

Table 7. Spelling between Russian (and Transliteration), AC, and SC,
with English translation

Russian AC SC English
Crnanxo ( sladko ) Sladko Slatko Sweet
Cepmna ( serdtsa ) Sarca or Sérca®! Srca Heart

Ortia ( Ottsa ) Otca Otac Father

Here it is possible to see that Russian and AC have virtually the same spelling when the
Russian in transliterated into the Latin alphabet. As for pronunciation between the three target
languages, a close phonetic relationship between SC and Russian is revealed when AC is

shown as the intermediate for comparison (see Table 8).

Table 8. Phonetic relationships between Russian, AC, and SC, shown with English translation

Russian AC SC English
Cnanxo [ ‘slatko ] | Sladko [ ‘slatko ] Slatko [ ‘slatko ] Sweet
Cepmna [ 'slertsa | Sarca [ "sartsa | Srca [ "sortsa ] Heart

or
Sérca [ 'sertsa ]2
Otna [ a'tsa ] Otca [ 'otsa | Otac [ otats | Father

While the Russian may not have the same phonetic sounds as in Croatian, the basic framework

is identical in some cases. Again, this is an area worthy of future work.

Thirdly, this study recognises that AC as relevant to the performance of works dating between
1833 and 1933 and thus points to work on authentic pronunciation revival in period
performance. For example, Eugéne Green’s work for reviving the old French ‘declamation’
into period vocal repertoire of Lully, Charpentier, and Campra, or David Crystal’s contribution
on the revival of original pronunciation in Shakespeare’s plays and sonnets have offered fresh
interpretation of older works. It suggests that new perspectives on Croatian opera and art song

may similarly emerge if further research in this area is undertaken.

61 Kajkavian ‘Illyrian’ spelling for ‘heart’
62 Kajkavian ‘Illyrian’ pronunciation for ‘heart’
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This exploration of Croatian LD for singers through the performance of selected works of
Croatian and Russian composers dating from 1833 to 1933 has offered an approach for the
preparation of song in Croatian by native English speakers. In the process, a rich repertoire of
Croatian compositions has emerged that offers new insights into an important period of
Croatian music history, one that deserves greater attention. It is hoped that by using the
approach to Croatian lyric diction for singers presented here, this repertoire may become more

accessible to a wider audience in the future.
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Appendix A: Croatian
Diction Guide
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Croatian Lyric Diction
for Singers

A Guide to Croatian Diction, Phonology, and
Orthography
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Introduction

The Croatian language is a colourful and diverse language ranging from the preserved proto-
Slavic origin to the cross fertilisation with other languages. This is observed from the wide
and varied accents within the three separate regional dialects of ‘Stokavski’, ‘Kajkavski’, and
‘Cakavski’. For the ease and clarity of this lyric diction guide, the main focus will be on
academic Croatian. The academic language has been developed through the cultivation of

correct grammar and spelling since the 19" century.

Sources on grammar and dictionaries are in abundance, but none which focus on correct
pronunciation with a phonetic alphabet. Some vague descriptions of Croatian phonology
come close to describing the sounds of Croatian, but this does not represent a precise system

for the language.

This guide to Croatian lyric diction aims to:
6. Assist in familiarising the reader with correct symbols for vowels and consonants for
Croatian singing diction.
7. Encourage fluency of the lyric diction of Croatian.
8. Develop an understanding of the relationship between orthography and phonology in

Croatian lyric diction.

Phonetic examples will assist in comparing specific phonemes from closely related languages
of Russian, Polish, and Czech. Allophonic relationships of phonemes will also be used from

English, Italian, German, and French.

Brief History of the Croatian Language
The Croatian language is one of the many ‘Slavic’ branches from the Indo-European
language tree. Russian, Ukrainian, Czech, Polish, Slovak, Bulgaria, and Slovene reside in the
same ‘Proto-Slavic’ category. ‘Proto-Slavic’ or ‘Common Slavic’ is reference to Slavonic
languages, through common relations of lexicology, orthography, morphology, syntax,
intonation, stress, and phonology. The Croatian language is claimed to be phonetically

written, in which every letter represents a specific sound (with only some exemptions). The
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latin Croatian alphabet or ‘Gajica’ was formally introduced in the 18™ century. It is a variant

on Jan Hus's Czech alphabet, adopted by the Croatian linguist Ljudevit Gaj (1809 — 1872).

Before the use of ‘Gajica’, the Croatians recorded writing with the ‘Glagolitic alphabet’ or
‘Glagoljica’. The preservation of this specific ‘angular form’ of ‘Glagoljica’ was exclusively
a Croatian style, used frequently between 1100 and 1600. Glagolitic script was used by all

Slavic speaking nations, but the written style only survived in Croatia.

Croatian orthography is governed by a ‘phonetic principle’, or “speak as you spell, and spell
as you speak”. The nature of the Croatian literary language shares characteristics of a
simplified phonetic transcription. Other characteristics in Croatian spoken diction include;
duration of vowel, syllabic stress, and inflection of pitch. These details imitate properties
similar to music itself, and skilled composers write vocal music to accommodate for the

language.

The Croatian language has three main regional dialects; Stokavski’, ‘Kajkavski’, and
‘Cakavski’. Croatian dialects are based on ‘what’ tongue you speak, and are classified by the
word ‘what’. ‘“What’ in the three dialects translates into; ‘Sto’, ‘Kaj’, and ‘Ca’. In the middle
of the 19" century, a group of linguists, poets and academics agreed upon the ‘southern
Slavic standard dialect’ being ‘Stokavski’ dialect. ‘Stokavski’ dialect is now the primary
language, making any local dialects secondary. The standard grammar in Croatian schools is
based on the ‘Stokavski’ dialect. The standard ‘Stokavski’ dialect has also been referred to as

‘knjizevni’ or ‘academic’ since it became the language for academic and official writing.

Croatian also takes three different ‘yat’ reflexes; ‘Ekavski’, ‘Ikavski’, ‘Ijekavski’. The ‘yat’ is
the change to the treatment of the vowel of a word. For example, ‘white’; Belo for Ekavski,
Bilo for Ikavski, and Bijelo in Ijekavski. The standard ‘yat’ reflexive for ‘knjiZzevni’ is

‘Ijekavica’.
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Archaic Croatian
A neglected area of the Croatian language and literature is what is commonly referred to
‘Archaic Croatian’. ‘Archaic Croatian’ refers to the old writing style and pronunciation of
Croatian before the standardisation of the language seen today. The root to archaic Croatian
originates from Ivan Gunduli¢ (1589 — 1638), a writer and poet from the Dubrovnik in the
early Baroque period. Gunduli¢’s orthography is developed from the Italian language due to a

heavy influence from Venice at the time.

Through time, the orthography of archaic Croatian was inconsistent since there were no
standard writing styles. The effort towards a standardised Croatian literary language was
initiated in the early 19'" century as a direct reaction to ‘Magyarisation’ of the Croatian
language. This was the ‘Croatian literary revival’ developed by the ‘Illyrian movement’
(Ilirski pokret). Pioneers of this movement include Ljudevit Gaj, and Ivan Mazurani¢
amongst other academics. Detailed features of Archaic Croatian are discussed later in this

diction guide.
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Croatian Alphabet
The Croatian latin alphabet or ‘Gajica’ was first introduced in 1830 by the Croatian linguist
Ljudevit Gaj. It took approximately 70 years since the first version of this alphabet to develop
into the standard alphabet seen today. There are 30 separate characters representing: 5
vowels, 1 Semi-Vowel, 14 Voiced Consonants, 10 voiceless consonants. Each letter in the
alphabet symbolises a separate sound in the language. This clear system simplified the
spelling system from the spoken language. A transcription of these exact phonemes have been

provided using the International Phonetic Alphabet (Abbr. IPA).

Letter IPA Letter IPA Letter IPA
A a [a] G, g [g] 0,0 [o]
B,b [b] H, h [x] Pp [p]
C,c [ts] Li [1] Rt [1]
C ¢ (/] J,] [i] S, [s]
C,¢ [te] K, k [k] S, 8 [
D, d [d] L,1 1] T, t [t]
D7, dz [d3] Lj, lj [£] U, u [u]
b, d [dz] M, m [m] V, v [v]
E, e [€] N, n [n] Z,z 2]
Ef [1] Nj, nj [n] 7,2 [3]

‘Gajica’ alphabet with IPA symbols

1. Vowels

The six principal vowels in Croatian are [1], [€], [a], [2], [u], and [2]. Some vowels are
phonetically similar to German lax vowels with the inclusion of the Italian [a]. A single
neutral vowel can be found in standard Croatian. It takes the form of a German ‘schwa’ or [9]
occurring in specific circumstances. In speech, duration and stress of a word in a phrase could
be a factor, but for singing, the rhythm and stress of the words in a phrase are already written

in the music. Referring to the vowel chart from the Handbook of the International Phonetic
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Association, the symbols for some of the Croatian vowels have been changed to ensure their

accuracy for the singer. %

Close, Back
Front, Close Central Most Lip rounded
[1] [u]
Mid [o]
€] \ [o]
Back,
Front, Open [a] Open

Croatian Vowel Chart %

[1]
[1] is a near close front open vowel, sounding similarly to the German [1] vowel. The quality
of this vowel can be mistaken for a very front and closed [i] when sung in long duration, but

the tongues target area is aiming to be in a lax position despite the duration of the vowel.

Example.

English = Kitten [ ‘kiton ]
German = Bitter [ 'brtor ]
Czech = Byli [ "bilr ]
Croatian= Piti [ 'prtr_]

8 The International Phonetic Association. Handbook of the International Phonetic Association. (Cambridge:
Cambridge University Press, 1999), 67

8 This chart is adapted from The International Phonetic Association. Handbook of the International Phonetic
Association. (Cambridge: Cambridge University Press, 1999), 67., Joan Wall, Robert Caldwell, Tracy
Gavilanes, Sheila Allen. Diction for Singers. (Dallas: Pst...inc. 1990), 4., Joan Wall. International Phonetic
Alphabet for Singers. (Washington: Pacific Isle Publishing, 1991), 36, 70. (Updated IPA symbols for Croatian
vowels for singers)
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2]

The Open-mid unrounded [¢] is the same as the Russian, Czech and German [¢].

Example.

English = Pest [ 'pest ]

Italian = Vieni [ 'vjeni ]
German = Besser [ 'besor]
French = Etre [ 'etra ]

Russian = Kenanbs [ 3¢ Lanio ]
Czech = Led [ 'let ]

Polish = Szes¢ [ "seete ]
Croatian = Pekar [ 'pekar ]

[a]
The [a] 1s the same quality as that of the Italian and Czech [a]. The vowel can be mistakenly
observed as an [a], but this is caused by covering the vowel tempts the tongue to slip in the
back of the tongue developing a dark timbre. Articulation must be made with the front of the

tongue and mouth in order for the throat to be free.

Example.

English = Up[ap]®

Italian = Pace [ 'patfe ]

Russian = 3akarunock [ zoka'tiLasi ] %
Czech = Lasce [ 'lastse ]

Poslish = Polaty [ po'lawi ]
Croatian= Placi[ 'plater ]

8 Wall, Diction for Singers, p. 4 (closest related phoneme to the Croatian /a/)
% Anton Belov, Libretti of Russian Operas: Volume 1. (New York: Leyerle Publications, 2004), xxi (Closest
sound in Russian for the Croatian /a/)
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[5]

The [0] not too open, neither is it closed. This sound is closely recognised with the open

German [o].

Example.

English = Port [ poit ]
Italian = Parola [ pa'rola |
German = Prost [ prost ]
French = Sort [ sor ]
Russian = Hounoti [ na'tfo) ]
Czech = Bolest [ "bolest ]
Polish = Nikogo [ ni'kogo ]

Croatian = Skola [ 'fkola ]

[u]
The [u] sound is closely recognised with the Italian and German [u]. When spoken in short
duration the vowel can be mistakenly heard as a short German [v]. This should not occur in

singing, as to preserve the length of the vowel through the note.

Example.

English = Stool [ stu:l |

Italian = Nulla [ 'nul.la ]
German = Uhr [ wr ]

French = Coup [ ku ]

Russian = I'myGoxwuii [ gru 'bokij ]
Czech = Pustin€ [ "puscine |
Polish = Szuka¢ [ "sukate ]
Croatian = Glumac [ "glumats ]
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Diphthongs and Semivowel

Semivowel [j]

The [j] is a semivowel with an approximate tongue position in the mouth.

Example:

English = Yolk [ jo:uk ]
German = Jager [ je:gor |
Russian = Alja]

Czech = JelikoZ [ jeli'kof ]
Polish = Jontek [ "jontek ]
Croatian = Jela[ ‘jela ]

The [j] is used primarily as an off-glide approximately from the [1] vowel.
Example:

Croatian = Sjajno [ 'sjajno |

The [j] may also be present as an on-glide leading towards and approximate of the [1] vowel.
Example:
Croatian=  Boj[ boj]

Dvojnik [ dvojnik ]

Majka [ ‘'majka ]

With the absence of an [1] in the diphthong (and no ‘front’ vowel), the [j] is forbidden
between the vowels, emphasising the stressed vowel.

Example:

Croatian=  Kao [ 'ka:o ]

‘Croatia’ [ Kro'atsija | (Croatian pronunciation)
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Long [ 'rje | and short [ je |

The semivowel [j] connecting the [1] and [€] vowel in a long and short variation. This spelling
discrepancy may cause confusion for pronunciation. The long [ '1:je ] is usually spelt ‘ije’
with the ‘i’ as a long stressed syllable.
Example:
Croatian = Smije [ 'smi:je ]

Prije [ "prr:je ]

Dvije [ "dvrje |

Krije [ 'krrje ]

But, the same spelling of ‘ije’ may produce the sound [ je | in some words.
Example:
Croatian= Bijelo [ 'bjelo ]

Tijelo [ 'tjelo ]

Rijeka [ 'rjeka ]

An easy indication on to which pronunciation is required, observe the text rhythms in the

music.

Vocalic ‘r’

Long [3:r] and short [dr]
Croatian language recognises the 5 cardinal vowels, though few Croatian speakers have
identified another vowel in their phonology. The ‘Schwa’ or [9] occurs in words which have
an ‘r’ between two consonants. The [o] vowel always comes before the [r], usually
transcribed as [or]. This [9] sounds closes to the German schwa. The [9] and [r] are divided

equally upon a single rhythmic and syllabic value.

Example:
Prvi[ 'porvi | Tvrdo [ "tvardo ]
Srce [ 'sortse | Hrvatska [ "horvatska ]
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This is especially the case for the word ‘Prst’ [parst], where the vocalic nature of the phoneme

[r] acts as an auxiliary vowel.

The duration of the vocalic ‘r’ may be dependent of the length of the note value. If over a
short duration, the [o] and the [r] are of equal division within that note value. If the rhythmic
value is longer in duration, then the [9] elongates before reaching the [r]. This allows a singer
to sing through the comfort of a vowel instead of tensing the tongue for a rolled ‘r’ for the
duration of the note. Singing the [r] through the duration of a long note is deemed farcical and

unpleasant.

Two examples from Mica’s aria ‘Vidjeleste sidjoh odozgora’ from the Opera ‘Ero s onoga

svijeta’ by Jakov Gotovac;

a) Equal syllabic value of [o] and [r] in short duration.

gdje sve vr-vi odboz-ih pan-du -ra,

[ gdje sve ‘var vi od boz '1x pan ‘du ra]

b) The elongation of the [o] before the [r] for long duration.

3

il biye-lo gr-lo
[1l "bjelo "gorlo]
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2. Consonants

The treatment of consonants in the Croatian language should be approached with caution for

an English or German speaker. Aspirated consonants are forbidden in Croatian, and can

distort the sound of the language and the vocal line. Coincidently, the consonants in most

Slavic languages are not aspirated. Italian, French, Russian, Czech, and polish are ideal

languages to draw comparison between specific consonants.

Bilabial | Labiodental | Dento- Alveolar | Postalveolar | Palatal Velar
Alveolar

Plosive p b t d g
Affricative ts tf dz |te dz
Nasal m n n 1
Fricative f v l|s Z I 3
Trill r
Approximant
Lateral 1 A
Approximant

Consonant chart for Croatian®”

As shown in the chart are voiced and voiceless variants for most plosive, fricative and

affricative consonants. Coupling these phonemes into their respected place of articulation will

simplify the process of learning to produce these sounds. In each example, each phoneme

couple will be separated into a ‘voiceless’ column on the left side of the page and a ‘voiced’

column on the right.

87 This chart is based on: International Phonetic Association, Handbook of the International Phonetic

association. p. 66.

50




Bilabial [p]a [b], [f], [v], [m]

P [p] and B [b]

These are non-aspirated bilabial stops. [p] is voiceless, with [b] as the voiced.

Example:
English = Part [ pa:rt ]
Italian = Prendi [ 'prendi |
Russian = Ipexne [ ‘priezdic |
Czech = Pes [ pes |
Polish = Polska [ "polska ]

Croatian = Prvi [ 'parvi |

English = Bite [ ba:1t ]
Italian = Batti [ "bat ti ]
Russian = boxe [ 'boze |
Czech = Branit [ "branit |
Polish = Bas [ bas |
Croatian = Bolje [ boAe ]

F[fl and V [v]

These are bilabial fricatives. [f] is voiceless, with [v] as the voiced. Be careful not to lean

onto these phonemes, as they might be aspirated.

Example:
English = Fry [ fra:1 ]
Italian = Figlio [ "fiA Ao ]
Russian = ®@urnep [ fignier |
Czech = Fabor [ fa:bor |
Polish = Flis [ flis ]
Croatian = Fakultet [ faku'ltet ]

English = Verse [ v3:s ]

Italian = Voglio [ 'voA 4o ]
Russian = B3nstau [ vzgio nii |
Czech = Venek [ 'venek ]
Polish = Wesolej [ ve'sowe] |

Croatian = Vani [ 'vant |

M [m]

[m] is a bilabial nasal consonant found in such English words as ‘mother’.

Example:

English = Meet [ mi:t ]

Italian = Minacca [ mi'nat tfa ]
Russian = Monopas [ mora'dajo ]
Czech = Milostné [ milo'stne: ]
Polish = Mita [ ‘'miwa |
Croatian= Molim [ ‘'molim ]
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Dento-Alveolar: [t], [d], [s], [z], [ts]

T [t] and D [d]

These are non-aspirated dento-alveolar stops. [t] is voiceless like ‘ten’, with [d] the voiced

like ‘then’.

Example:
English = Ten [ ten | English = Dream [ dri:m |
Italian = Tanto [ 'tanto ] Italian = Duol [ dwol ]
Russian = Tockoii [ ta'skoj | Russian = lonro [ "dorgo |
Czech =Ten [ ten | Czech = Dolina [ do'Iina ]
Polish = Trasa [ 'trasa | Polish = Dtugi [ "dwugi |
Croatian = Travanj [ 'travan | Croatian = Draga [ 'draga |

S [s] and Z |z]
These are non-aspirated dento-alveolar fricatives. [s] is voiceless like ‘size’, with [z] the

voiced ‘zero’.

Example:
English = Size [ sa:1z | English = Zero [ 'ziro:v |
Italian = Sposa [ "spoza ] Italian = Casa [ 'kaza ]
Russian = Conaie [ "sontse | Russian = 3050710 [ 'ZoLoto |
Czech = Svét [ svjet | Czech=Zima [ 'zima |
Polish = Stucha¢ [ 'swuxate ] Polish = Zacny [ 'zatsnt |
Croatian = Sre¢a [ 'sretea | Croatian = Zlato [ 'zlato ]

C [ts]
The [s] is a dento-alveolar affricative, sounding close to the ‘ts’ in ‘bits’.
Example:
English = Fits [ fits ]
Italian = Pizza [ 'pit tsa ]
Russian = Haps [ tsard |
Czech = Cena [ 'tsena ]
Polish = Co[ 0]

Croatian = Cilj [ tsif ]
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Alveolar: [1] [r] [n]

R [r]

The Croatian /1/ is the same as the Italian rolled [r]. When spelled in a word, it must follow or

precede a vowel to remain a trilled [r]. As discussed above, the /r/ is vocalic when a word

contains no visible vowel.

Example:
English =
Italian =
German =
French =
Russian =
Czech =

Croatian =

Bring [ 'brig ] (Rolled ‘r’)
Ritorno [ rit'orno ]

Rein [ ra:in ] (Bithnendeutsch ‘r’)
Présence [ pre'zasa |

Tpoiika [ "tojko |

Koruna [ ko'runa ]

Tri [ trr ]

N [n]

The /n/, an alveolar nasal, is found in such words as ‘nose’.

Example:
English =
[talian =
German =
French =
Russian =
Czech =
Polish =

Croatian =

Note [ no:ot ]
Notte [ not.te ]
Noch [ nox |
Notre [ ‘notro ]
Hapon [ no'rot ]
Nasi[ na'[i: ]
Gorng [ 'gurndw |

Napad [ 'napad ]

L]

The lateral approximate [ 1 ] can be found in such English words as ‘land’.

Example:
English =
Italian =

German =

Love [ Iav ]
Lontano [ lon'tano ]

Licht [ het ]
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French = Lait [ le ]

Czech = Led [ let ]
Polish = Ludzie [ 'ludze ]
Croatian=  Lagano [ 'lagano ]

Post-Alveolar [f] [3] [tf] [d3]

S [l and Z [3]
These are Post-Alveolar fricatives. The voiceless [[] is the same sound as the English ‘sh’.

The voiced [3] sound like the ‘j’ in French in ‘jat’.

Example:
English = Shade [ Je:d | English = Treasure = [ 'trezsr |
Italian = Pesci [ 'pefi] French = Toujours [ tu'3ur |
German = Spiegel [ "[p1:gal | Russian = Oxwunats [ a 3idati |
French = Changer [ Ja'3e ] Czech = Zalost [ '3alost ]
Russian = Hymn = [ du'[i ] Croatian = Zaba [ '3aba ]
Czech = Sumé [ fu'ma: ]
Croatian = Sest [ fest ]

C [tf] and D% [d3]
These are palato-alveolar affricates. The voiceless [t[] is equivalent to the English ‘ch’ in
chair. The voiced [d3] sounds similar to the English ‘j” in ‘jail’. In the [t[] and [d3], the blade

of the tongue moves from the middle palate towards the alveolar ridge.

Example:
English = Chirp [ t[3:p ] English = Jail [ "dze:1l |
Italian = Certo [ 'tferto ] Italian = Giorno [ 'd3orno |
Russian = YMmuanace [ um'tfalLosi | Czech = Dzem [ dzem ]
Czech = Cas [ tfas ] Croatian = Dzaba [ 'd3aba ]
Croatian= Cavao [ 'tfavao ]
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Palatal [p], [£], [te], [dz]

Nj [n]
The /nj/, or [n], is the combination of the [n] and [j] with a palatal glide. This is the same as
‘gn’ used in some Italian words.
Example:
English = Minions [ ‘'mipanz |
Italian = Gnocchi [ 'noki |
French = Mignon [ mi nod |
Czech = Domnéni [ domne ni |
Polish = Dionie [ "dwone ]
Croatian = Njegov [ ‘negov |

Lj [4]
The /1j/, or [A], is the combination of [1] and [j] with a palatal glide. A similar to this sound is
the ‘-11i” in the English word ‘Million’ in 2 syllables.
Example:
Italian = Lieta [ 'Ae:ta ]

Croatian=  Ljubav [ 'Aubav ]

C [te] and D [dz]
These are alveolo-palatal affricates, as opposed to palate-alveolar variants. The voiceless [te]
is exactly the same as the Polish ‘¢’. The voiced [dz] is exactly the same as the Polish
equivelent, usually spelled as ‘dzi-’. The difference between hard (palato-alveolar) and soft
(alveolo-palatal) affricates is the motion of the tongue. In the [te] and [dz], the blade of the

tongue moves from the alveolar towards the middle palate.

Example:
Polish = Shucha¢ [ 'swuxatg | Polish = Dziecinstwo [ dze 'teinstvo ]
Croatian = Sjeéa [ 'sjetea | Croatian = DPeram [ 'dzeram ]
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Velar [k], [g], [x]

K [Kk] and G [g]

These are back, velar plosives. [k] is voiceless, with [g] as the voiced.

Example:
English = King [ kin ] English = Gun [ gan ]
Italian = Caro [ 'karo | Italian = Grillo [ "gril.lo ]
German = Kein [ ka:im ] German = Ganz [ gants |
French = Coeur [ keer | French = Gris [ gri ]
Russian = Kyna [ ku'da ] Russian =Toma [ 'godo |
Czech = Kost [ kost ] Polish = Gos¢ [ goete |
Croatian = Krv [ korv | Croatian = Grad [ grad ]

H [x]

[x] is a velar voiceless fricative. The Russian /x/ and German /ch/ are relatively close sounds

to this.

Example:

German = Doch [ dox ]

Russian = Xoporo [ xora [o ]

Czech = Chlap [ xlap ]

Polish = Chleb [ xlep ]

Croatian = Hrast [ xrast ]

—nk [gk] and -ng [ng]
[n] is a Velar Nasal. This sound is not recognised as a separate phoneme in Croatian, but it
exists within the phonology. This only occurs when a /n/ precedes the velar consonants [g]
and [k].
Example:
English = Sing [ sip ]
Italian = Anche [ "apke ]
German = Lang [ lan ]
Czech = Tank [ tank ]
Polish = Bank [ bank ]
Croatian = Vanka [ 'vanka ]

56



3. Archaic Croatian Diction

As explained previously, archaic Croatian broadly covers regional and literary styles from the
15% century to the 19" century. The reference to the height of Archaic Croatian would be
attributed to the ‘Illyran Movement’ (1830 — 1848), the Croatian national revival. Archaic
Croatian language can be drawn into two main literary forms; ‘Dubrovnik’ and ‘Illyrian’. The
‘Dubrovnik’ writing style of the renaissance period was heavily influenced by Italian literary
language. Marko Maruli¢ (Renaissance writer and poet) and Ivan Gunduli¢ (Baroque writer
and poet) clearly transcribed the sounds of Croatian from the Italian spelling to develop a
functional writing style. This writing style was the first attempt to transcribe the sounds of the

Croatian through transliteration.

Pla¢ Prvi

PLAC PARVI.

SAGRIESCENIE.

b s

inendo luxswriosd diffipaxit fubflantiam .

Sagrijesnje
1.

Grozno suzim gork pla¢ sada,

Luc.cap. 15, Gorko placem grozne suze,
I Ke razmetni sin njekada
Rofno fufim gork placfada, ) o .
Gorkoplacem grofncsufe; Kajan s grijeha ljevat uze;
Ke Ra/MET N1 SN gnickada Je da i moje grijehe oplacu

Kaian ['gricha licwat ufe;

leda, imoie griche oplaciu

Sufe, u sufah, plac u placiu. 2.
1

Suze, u suzah, pla¢ u placu.

Viccnoga Oza Viecna Rieci Vjecnoga Oca, vjecna Rijeci,
Kafi umarlu purufela. Ka si umrlu put uzela,
Dase od smarti swict iflicci

dagn 2 Da se od smrti svijet izlijeci
Ka swijm biesce Jcivot spela; 1A

Ricci i gludzkoi ki narawi Ka svima bjese Zivot spela,
Praui ciowickf, i Bogh pl’a."vi . Rijedi, u ljudskoj ka naravi
A 4 Ty

Pravi ovjek si, i Bog pravi.

Verses 1 and 2 of Ivan Gunduli¢’s Poem “Suze sina razmetnoga” (‘“Tears of the Prodical Son”) (1622) with a

transcription of the text into the standard orthography.

The ‘Dubrovnik’ literary tradition was influential on ‘Illyrian’ writers of the 19™ century. Ivan
Mazurani¢ encouraged the use of literary norms from the Dubrovnik style to be the
foundation of all Illyrian style literature. Customising the latin alphabet for the Croatian
alphabet to best represent the Croatian language was done by Ljudevit Ga;.

Archaic Croatian is lexically and grammatically different from Standard Croatian, making it

difficult to translate. The difference between Standard ‘KnjiZzevni’ and Archaic Croatian
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pronunciation is distinguished by orthography. ‘Illyrian’ and ‘Archaic’ orthography was
influenced by the proto-Slavic origin of spelling. The current orthography of Standard
Croatian is intended to transcribe the sounds phonetically. Russian, Czech, and Polish all
maintain these proto-Slavic features in their orthography. The rules of pronunciation in
archaic Croatian are based on these proto-Slavic features. Some rules when approaching

archaic Croatian include:

The vocalic ‘r’ will use a principal vowel instead of neutral vowel: 58

‘Srca’ [ 'sortsa | = ‘Sarca’ [ 'sartsa |
= ‘Serca’ [ 'sertsa | (Kajkavian from Zagreb ‘Illyrian’)
“Tvrdo’ [ 'tvordo ] = “Tvardo’ [ 'tvardo ] (Neo-Stokavian from Dubrovnik)

= ‘Tverdo’ [ 'tverdo ] (Kajkavian from Zagreb ‘Illyrian’)

Devoicing of the final consonant when liaised into, or proceeded by a voiceless consonant:

‘Tudeg svijeta’ [ ‘tudzeg 'svjeta ] =[ "tudzek 'svjeta |
‘Odkad duso’ [ "odkad "dufo ] =[ "otkad 'dufo ]

Devoicing of final ‘velar stops’ at the ends of phrases : [¢] > [k]:

‘Bog’ [bog] = [ bok ]

‘Vrag’ [ vrag | = vrak |.

The pronunciation of ‘yat’ or ‘€’ as [je].
‘Télo’ [ tjelo ]
‘Bélo’ [ bjelo ]

Recently, archaic texts have come back into use amongst some modern composers. An
example of this is “Judita” by Frano Parac, composing music for an old text by Marko
Maruli¢. Ensuring that the archaic texts by poets like Maruli¢ and Gunduli¢ are not confused

with modern standard diction, a protocol must be made to ensure the correct diction.

% One literary tradition of Dubrovnik specifically used the /a/ which is now omitted in modern speech. The use
for the phonetic [a] (as in English ‘up’) is used instead of the vowel [a] because of the characteristically short
vowel length. This is instructed to English speakers since the quality of the /r/ takes precedence over the vowel.
The Kajkavian treatment of this vowel in the 19" century was recorded with an /e/ before the vocalic ‘r’, as it
relates to the proto-Slavic [e] like in the Polish ‘serce’ and Russian ‘cepmue’. The pronunciation of the
Dubrovnik vocalic “r’ is preferred over the Illyrian variant as the Neo-Stokavian model represents a broader
standard for archaic diction.
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4. Synthesis and Protocol

Most of the available vocal music repertoire in Croatian is published in modern editions.
These modern editions often neglect the original archaic text, writing new lyrics for the vocal
line. This can remove the natural flow and balance between text and melodic line. In
preparation of any repertoire written before the 20" century, it is necessary to refer to the
rules of archaic Croatian. Despite the updated modern standard text in current editions, the
characteristics of the archaic language allows insight into the composer’s soundscape, along
with techniques which will assist a singer’s performance. This synthesis of diction is
combining the current language with the unique characteristics of the archaic accent. To
systemise which type of diction is appropriate for specific repertoire, a protocol is established

to remove confusion for performers.

Music composed Text Diction
Before 1893 Archaic Archaic
Before 1893 Modern Synthesis

After 1893 Archaic Archaic
After 1893 Modern Academic

Protocol for Croatian diction

The point of separation between archaic and standard ‘knjizevni’ Croatian is set as the
publication date of Ivan Broz’s book on orthography Pravopis (1892).% Ivan Broz, in the
process of standardising the grammar and orthography, dropped features of the archaic
language. Broz’s publication was influential for the development of the standard literary
language of Croatian in the 20" century.

% Broz, Ivan. Hrvatski Pravopis. 1893. [reprint] Kessinger Publishing, 2008
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Appendix B:

Recital Program Notes

Recital 1 — Six Romances
Recital 2 — Slavic Arias and Serenades

Recital 3 — Centennial Memoriam: Ivan pl. Zajc
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Elder Conservatorium of Music

Six Romances

Sest Romansi
Illecmv Poviancos

Branko Lovrinov — Tenor
Jamie Cock — Piano

27™ June 2014
7:30pm
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Elder Hall

Program

Six Songs by Vatroslav Lisinski

Osamljen (Alone)
Tuga (Heartache)
U daljini (In the distance)
Ribar (Fisherman)
Na vjetar (On the wind)
Dvije Ptice (Two birds)

Four Pushkin Romances by Michail Glinka

Anenb (Adel)

Hounoit 3edup (The Night Zephyr)

B kpoBU roput OTOHB KEIAHbS (The fire of desire burns in my blood)

S noMHIO 4yTHOE MTHOBEHBE (I remember that wonderful moment)
-Interval-

‘IHectr PomancoB’ (Six Romances)
Op. 73 (1893) by Pyotr Ilyich Tchaikovsky

Msi1 cuznenu ¢ ToOoi (We sat together)
Houp (Night)
B a1y nyHHYI0 HOYB (On this moonlit night)
3aKkaTHIIOCh COJTHIIE (The sun has set)
Cpenb MpavyHbIX JHEH (On gloomy days)
CHOBa, KaK TIPexIe (Again, as before, alone)
Six Songs by Ivan Zajc
Domovini i Ljubav - Op. 338 (The Homeland and Love)
Vir - Op. 374 (Whirlwind)
Lastavicam - Op. 375a (The Swallows)
Moja Lada - Op. 491 (My little boat)
Sjecaj se mene - Op. 498 (Remember me)
No¢ je tiha! - Op. 531 (The night is still)

This recital will be recorded to form part of a Master of Philosophy research project titled
‘Croatian Lyric Diction for Singers: An Exploration through Performance’.

Please switch off your mobile phones!
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Program Notes

Six Songs by Vatroslav Lisinski

Vatroslav Lisinski (1819-1854) was a Croatian composer of German-Jewish heritage, mainly
recognised for his contribution to the Croatian literary revival, known as the Ilirski pokret
(1830 — 1848). He composed the first Romantic style opera in the Croatian language, Ljubav i
zloba (1846), which became the foundation of Croatian opera. Apart from composing
operatic works, he wrote chamber music and songs for the domestic performance.

Lisinski composed Croatian vocal music largely from texts by the writer and poet Petar
Preradovi¢ (1818 — 1872). Four of the six chosen songs have texts by Petar Preradovi¢. The
collection of these songs are the first of their kind in Croatian classical repertoire, with
themes ranging from lost love, romances, as well as patriotic sentiment towards the
homeland. The English translation of these songs where were arranged by Branko Lovrinov.

Osamljen — Viadislav Vezi¢ Alone

Jadno ti je srce u junaka Miserable is a heroic heart
Kad mu ljubu crna zemlja krije, When the earth holds his loved one,
Milu majku dugi puti dijele Dear mother, long has it been since we parted.

Kad od brata ne imate glasa
Ni od seka njeznih uzdaha

Kad sam vene ko listak od gore

A zalosti dijeliti ne more

Jadno ti je srce u junaka,

Kad sam vene ko listak od gore

A zalosti dijeliti ne more.

Tuga - Petar Preradovi¢

Odkad, dusSo, ti mi ode
Mome oku iz okruga,

Na srce mi pade tuga
Kao mraz na jadan cvijet.

Moje misli bez slobode,
Kano pcele usred zime,
Nece da se leta prime,
Studen im je cio svijet.

Ne znam nigdje mira za se,
Simo-tamo hodajuéi,

Kad sam vani, moram kudi,
A iz ku¢e moram van.

Tako trajem svoje Case;
Vrijeme, kao iz olova,
Pritiskuje prsa ova,
Vjecnost mi se ¢ini dan.
Niti spavam, niti bdijem,

When brother sent no message

Of a sisters gentle sigh,

If I alone, like a forest leaf, wilt,
But my mourning cannot be shared.

Miserable is a heroic heart,
If I alone, like a forest leaf, wilt,
But my mourning cannot be shared.

Heartache

Ever since you went, my dear,
From my sight and presence.
Our hearts fell into sorrow

As the frost on a flower.

My thoughts are trapped,

Like bees in the winter,

These thoughts won’t fly away,
With such a chill in the world.

I do not know where to find peace,
Yet onward, I must trudge,

When I am outside my house,

I must leave to return.

So I squander my hours;

Time is the one in charge,

With the weight in my breast,
Every day seems eternity.

It cannot sleep, nor can it wake,
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Ve¢ onako ¢udno j' meni,
Zivim samo u spomenti,
Da si ziva jos mi ti.
Jeste, duso, re¢i smijem,
Da si zivot zi¢a moga,
Da prva mi jes' do boga,
Andeo njegve ljubavi!

U daljini — Nokolaus Lenau

(Trans. into Croatian by Petar Preradovic)

U daljini tudeg svijeta
Ovu ruzu berem sad
Tebi, slatka duso, tebi,
Donesao bih u rad.

Ali dok bih k tebi doso
Kroz daleki ovaj svijet,
Davno ruza bi uvela

Jer prebrzo vene cvijet.

Nek ne idu nikad dalje
Jedno od drugog srca dva
Neka cvijeta jos u ruci
Dar proljeca, ruza ta.

I1i do kud slavuj ide

Skupljat slamke k gnijezdu svom,
I1i do kud pjesan svoju

Salje tihim vjetriéem.

Ribar - Petar Preradovié

Ribice lude hodite amo,

Ribice kuda bjezite tamo!

Meka je sladka, udica tanka,

A zZivjet krasno na zemlji vanka.

Ribicam ovdje ljuska se snima,
Bojnog oklopa ne treba njima;
Jer svatko zivi s njimi u miru,

Bogci i bogati stol im prostiru.

Svatko im gleda pribavit slasti,
Mjesto u vodi plove u masti.

Ribice lude kuSajte samo

Kako je ovdje bolje neg tamo -
Kusajte jedno¢, tako mi srece
Znam da nijedna vratit se nece!

Everything is strange to me,
The thought alone comforts me,
That you are still alive.

Of course, I must also say now,
That you mean life to me,

That you enlighten me at all times,
You, my loving angel of God.

In the Distance

In the distance of another’s world
A rose is ready to harvest,

Thou, sweet dear, thou

Will offer yourself to me.

But should I come to you

In that distant world,

Arose longing to flower

Will have blossomed too soon.

Never let out hearts go further apart
From each other

She holds the flower still in your hand
A gift of spring, the rose.

Oh, how the far nightingale continues
to build a straw nest of its own,

Oh, how far this song

May travel in the silent breeze.

Fisherman

Crazy little fish, come hither,

Little fish come to the surface!

Softness is sweeter, take the bait,

Then you shall all live well on dry land.

The scales can be removed,

As there is no need for armour;

For those living in peace,

The poor and wealthy share the table.

Anyone looking to obtain sweetness,
That place is in the water; like sailing in oil.

Crazy little fish; it is tasty

Things over here are better than over there -
With a single taste, we will be fortunate
And I know that none will go back!
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Na Vjetar — Ivan Kukuljevi¢-Sakcinski

Duni vjetre, duni vjetre!
Tu, gdje tuzi mila,

Nek joj nose moju pjesmu
Tvoja laka krila.

Duni, vjetre, njoj u sobu,
gdje sve dni boravi,

Nosi vijest joj kako za njom
Gorim u ljubavi!

0O, moj vjetre, pogladi ju
Po nje licu bijelom,

Nek zna da sam njojzi blizu
Dusom, srcem tijelom.

Nek ne place, nek ne tuzi,
Blizu Cas je vece,

Kad se mili s njome dijelit
Nikad vise nece!

Dvije Ptice - Petar Preradovi¢

Zabludila morska ptica
U daljine kopne zemlje

I susrela kosovicu

Gdje u gaju slatko pjeva.

"Kako mozes pjevat tuzna
U pustinji ovoj suhoj
Gdje ni kapi vode nema?" -

""Tu pjevahu i moji stari
U istome ovom gaju."" -
Domovina kakva bila
Rodenom je sinku mila.

On the wind

Blow wind, blow wind!

There, where my sad lover lies,
Carry my song

On your light wings.

Blow, wind, into her room,

Where she pines all her days,

Carry the news to her, say

That my burning love for her is stronger!

Oh, dear breeze,

Stroke across her white face,

Let her know that I was near her
Close to her body, heart, and soul.

Weep no more, all sadness be gone,
The closer to that great hour,

But the passion we share,

It can never be!

Two Birds

There wandered a Swallow

To a vast and distant land

And he came across a Blackbird
In a grove, singing a sweet song.

"How can you sing when it is sad
In this dry desert
Where there is not a drop of water? "-

"" I sing to all my Ancestors

There in a grove, just like this. "' —
My Homeland,

Created with such beauty.

Pushkin Romances by Mikhail Glinka

Mikhail Glinka, a Russian composer known for initiating the Romantic style in opera and art
song. Notable works are opera's 4 life for the Tsar (1836) and Ruslan and Lyudmila (1842),
along with the numerous songs. Glinka pursued a musical expression through the Russian
language, and expressed it through the singing voice. The selected repertoire was chosen
from texts by Alexander Pushkin. The selection aims to illustrate romantic scenes ranging
from adoration to a girl named ‘Adel’, to the fond memory of a lover. The English
translations were sourced from Anton Belov for all the songs, except for ‘The Night Zephyr’

which was translated by Branko Lovrinov.®

70 “Mikail Ivanov Glinka”, Anton Belov, Russian Art Songs, Last Modified June 23 2013,

http://www.russianartsong.com/Glinka.html.
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Anens

Urpaii, Anenb, He 3HaH nevanu;
Xapwursl, Jlens Teds BeHUan

U xonbi0ens TBOK Kadaliu;

TBosl BecHa Tuxa, SICHa;

J1st HacTaXkIEeHbUH THI pOXKIICHA;

Yacsl ynoeHbuit 10BH, JIOBH!
Miajple THU OTAAM JTI00BH,

U B myme cBera
JIro6u, Anenb, Moro CBHpEITb.

Hounoii 3edpup

HouHnoit 3edup
Crpyut s¢up.
IIymur,

bexur
I'BaankBuBHp.

Bor B3o1w1a nyHa 3i1aras,
Tuue... gy... TUTApBI 3BOH. ..
Bor ucnanka mononast
Onepracsi Ha OaJKOH.

Houmnoti 3edup
Crpyut s¢up.
Iymur,
bexur
I'BapankBuBup.

CKUHb MaHTWJIBIO, aHTET MUJIBIH,
W sBuCH Kak sipkuii 1eHb!
CKBO3b UyT'yHHBIE TIEPHIIBI
Hoxxy auBHYI0 nponeHs!

Houmnoii 3edup
Crpyut s¢up...

B KpOBHU I'OpUT OI'OHb KCJIaHbsA

B kpoBH rOpHUT OrOHB JKENaHbS,
Hyma To60it ys13BieHa,
JIo63ait MeHs: TBOM T003aHBs
MHe cnaie Muppa 1 BUHA.

CKJIOHHMCH KO MHE TJIaBOIO HEXKHOM,

W na mounro 0e3MATEKHBIMH,
Tloxa nOXHET BecEnmlil IeHL
W nBurnercst Ho4YHas TEHb.

LIBRARY NOTE:
The following translated text has been removed due
to copyright, pp. 68-69.

This text is included in the print/archival copy of the
thesis held in the University of Adelaide Archives.
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51 NOMHIO 4YyTHO€ MI'HOBEHBE

51 NOMHIO YyTHOE MTHOBEHBE:
Ilepeno MHOM sSIBUIACH ThHI,
Kax mumonerHoe BujieHbE,
Kax renuii uncToi KpacoTsl.

B TomiieHbe rpycTi Oe3HAICKHOM,
B TpeBorax mrymHoil cyeTsl,
3ByJasl MHE JIOJITO TOJIOC HEXKHBIMH,
U cHunmick Musble 4YepThl.

[Inu roasl. Byps NOPHIB MATEXKHBIH
Paccestn npexxHue MeuTHl,

U s 3a0b1T TBOM TOIOC HEXKHBIH,
TBou HeOeCHBIE YEPTHI.

B iy, BO Mpake 3aTOueHbs
TsaHynuCch TUXO AHU MOHU

Bbe3 OokecTBa, O€3 BIOXHOBEHDS,
bes cnes, 6e3 xu3nu, 03 IH0OBH.

JHyme Hacrano mpoOyxaeHbe:
H BoT onATh ABHIACH ThI,
Kakx muMoneTHoe BUEHEE,
Kak renuit yncToi KpacoTsl.

U cepaue Obercst B yroeHbe,
W 11 HETO BOCKpECIu BHOBb
1 605xeCTBO U BIOXHOBEHLE,
U xu3Hb, U CIIE3B], U JII000BE.

- Interval -

‘IllecTts PomancoB’ Op. 73 (1893) by Pyotr Ilyich Tchaikovsky

Pyotr Ilyich Tchaikovsky, a Russian composer of the Romantic period. He is known to
compose music for his ballet, opera, symphonic works as well as chamber music. Notable
vocal compositions include the operas Eugene Onegin (1879) and The Queen of Spades
(1890). Tchaikovsky composed 103 art songs and 6 song duets in this genre.

Daniil Rathaus had sent poems to the composer when Tchaikovsky was on his visit to
America. Tchaikovsky admired the first two poems so much that he formally requested
Rathaus to supply more poems for him to complete a collection of songs. Rathaus instantly
grew in popularity from the exposure through Tchaikovsky's composition. The thematic
development in this series is very similar to 'Dichterliebe' by Heinrich Heine or 'Die Schone
Miillerin' by Willheim Muller. The common themes in these text include; new found love,
uncertain affection, yearning for the lover, the rapturous meeting, the delusions of love, and
rejection or isolation. The English translations were sourced from Tchaikovsky s Complete
Songs by Richard D. Sylvester.”

"L Richard D Sylvester, Tchaikovsky’s Complete Songs, (Bloomington: Indiana University Press, 2002), 271-
282.
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1 - MbI cunenu ¢ Tobon

MeI cuzienu ¢ ToOOH y 3aCHYBIIICH PEKH.

C THxo# mecHell MPOIUIBIIA JOMOW PHIOAKH.
ConHua J1yd 3010TOM 32 PEKO 1oropa...

U tebe s TOrna HUYEro He CKa3all.

3arpemerno BAaju - HaJABUTaJIach Ipo3a.

INo pecHuIiaM TBOUM MOKATUIACH CIIE3a.

U ¢ 6e3yMHBIM pBIIaHbEM K TeOE 51 IPHIAIL...
U tebe HUUEro, HUUEro He CKazall.

LIBRARY NOTE:
The following translated text has been removed due
to copyright, pp. 70-71.

This text is included in the print/archival copy of the
thesis held in the University of Adelaide Archives.

U Ternieph, B 3TH JHU, 51, KaK TPEKIC, OIHH.

Yk He Ky HIYETO OT TPSITYIIHX TOIMH.

B cepatie xu3HEHHBIN 3BYK YK JaBHO OT3BY4all...
“AX, 3a4eM s Tebe HUYero He ckasan!”

II - Houn

MepkHeT cralblii CBET CBevH,
bponut Mpak yHBUIBIML...

M Tocka cxxumaet rpynb

C HENOHATHOW CHUJION.

Ha neyannHbIe 171832

Tuxo cOH HUCXOIMT...

U ¢ npumenmmm B 3T0T MUT
Peup nymia 3aBoput.

Hcromunacs ona
TopecTbio mTyOOKOA. ..
TlostBHCE ke, XOTh BO CHE,
O, Moif apyr nanexui!

III - B 3Ty nyHHYIO HOYb

B 3Ty myHHYI0 HOYB, B 3TY JUBHYIO HOUB,

B sTor mur 651aronaTHeIA CBUIAHbS,

O moit mpyr! g He B critax JIOOBH MIPEBO3MOYb,
VYrepxatp 5 He B CHJIaX IPU3HAHbSL.

B cepebpe uyTh KONbIIIETCS 03epa IIajib,
HaxkJtoHsICh, 3aIIeNTaanucs UBHL. ..

Ho Geccunbabl coBa! - kak TebOe epenaTh
HcTomiteHHOTO cep/iia MopbIBbI?

Houb He /IeT, HOYb JIETHUT. 3aKaTUIIach JIyHa,
3aaserno B TaMHCTBEHHOM JTaJIH. ..

Hoporas! mpocTH, - CHOBA )KU3HU BOJHA
Hawm HeceT AeHb TOCKHU U IICUaiu.
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1V - 3akatunocs conHie

3aKaTHII0Ch CONHIIE, 3aUTPATH KPACKH
Msrkoii 11030710TOM B CHHEBE HebeC. ..

B 0b6asiHbe HOYH CITaJOCTPACTHOM JIACKU
THx0 94TO-TO HIEMYET 3aJpPEMaBIIIHiA JieC. . .

W B gyme TpeBOXXHOH yMOIKAIOT MYKH,

W ppimaTe Beell rpynbio B 3TY HOYb JIETKO. . .
Houu nuBHOH TeHH, HOYM JUBHOH 3BYKU
Hac ¢ To060i#1 yHOCAT, TIpyT MOH, TaJeKo.

Bcst 00bsiTa Herol 3Toi HOYM CTPACTHOM,

ThI KO MHE CKJIOHMJIACh Ha IIJIEYO IIaBOH. ..

51 Ge3yMHO CHACTIIMB, O MO JAPYT PEKPACHBIH,
BeckoHEUHO CYACTINB B 3Ty HOUB C TOOOM!..

V - Cpenp MpadHbIX JHEU

Cpenp MpauHbIX JHEH, 1Moj THETOM Oef,
M3 MIIIBI TYMaHHOW MPOLUIBIX JIET,

Kak or0neck pagocTHBIX JTy4el,

MHe cBETUT B30p TBOUX OYEH.

INon obastHBEM CBETIIBIX CHOB
MHe MHHTCS: 5 ¢ TOOOIO BHOBB
IIpu cBere qHs1, B HOYHOM TUIIH
Jentoce BocTOpramu Ayuly. ..

51 BHOBB C TOOO#! MOsI TTeUan
YMuanach B IaCMypHYIO 1aJb...
U cTpacTHO BHOBB XOUY sI KHTh:
Toboii apImarsk, Te0st JIFI0OUTH!

VI - CHoBa, Kak npexe

CHoBa, Kak Ipex/Ie, OINH,
CHOBa OOBSAT 51 TOCKOH.
CMoTpHTCS TOIONG B OKHO,
Becb o3apeHHbIl TYHOM.

CMoTpHTCS TONONG B OKHO,
IlenyyT 0 4EM-TO JIUCTHI.
B 3Be3max ropsar HeOeca...
['me Teneps, mumasi, Ter?

Bcé€, uto TBOpUTCS CO MHOH,
A nepenats He 6epYCh...
Hpyr! momonuce 3a MeHs,
51 3a TeOsT y>K MOITIOCH.
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Six Songs by Ivan Zajc

Ivan Dragutin Stjepan Zajc (1832-1914) was a Croatian composer, musician and music
teacher. His musical character was strongly influenced by Italian opera and Viennese

operetta. As a part of his growing success as a Croatian artist, he formed and established the
Croatian Academy of Music, which still exists today in Zagreb. Apart from his operatic works
in Croatian, Zajc wrote choral music and solo songs. Here are a selection of six songs that he
composed during his time in Zagreb (1870 — 1914). English translations have been supplied

by Branko Lovrinov.

Domovini 1 Ljubavi — Ilija Okrigi¢

Domovino, domovino, raju zi¢a moga,

A ti draga, a ti draga, cvijeCe raja toga.

U tom raju, u tom raju, sve su moje slasti,
Ljubav, sreca, ljubav, sreca, ponos i sve Casti!

Domovino, slatko milovanje,

A ti draga, srca uzdisanje!

Za vas, za vas, za vas samo krvca vrije,

Za vas, za vas srce do svog konca bije!
Domovino, domovino, evo uvijek zrije,

Dusa moja, dusa moja, jasne zvijezde dvije.
Jedna tvoja, jedna tvoja, druga drage to je,

Jer na svijetu, jer na svijetu, sve ste vas mi dvoje!

Domovino, slatko milovanje...

Vir — August Senoa

Jezero se gorsko ziba, tajni u njem drijema vir,

Staklenoga povrh gliba svud je mir.
Casom tek kroz puste lijese kukavicu mozes cut,

Casom na val jablan strese listak Zut.

Nakraj vode stala kuca u toj kuéi draga dva,

Ljubav srca bje im vruca sreca sva.

I po noci i po danu orio se milka pijev;
Cu ih vila; ljuto planu vilin gnjev.

Pa kad jednom s kasna puta ribar sjeko veslom val,
Zavri voda, cun proguta vilin jal.

Na vidiku sre¢e hude ciknu draga u sav glas,
Kukavicom sinjom bude isti Cas.

Kuka grani sa vrhunca:" kuku jadna, jadna ja!
Bog ti ne do gledat sunca, vilo zla!"

The Homeland and Love

Homeland, homeland, paradise of my life,
And you, my beloved, flower of that paradise.
In that paradise, all my delights reside:

Love, happiness, pride and all honours.

Homeland, sweet caress,

And you, my beloved, longing of my heart.

For you both, for you only my blood is inflamed,
For you both only my heart beats until its very end!

Homeland, homeland, always maturing,

My soul, shining like two bright stars.

One is for you, my country, the other for my dear.
In this world, the two of you are everything to me.

Homeland, sweet caress...

Whirlpool

The lake upon the mountain, where a whirlpool is
hiding

It is so clear and quiet, and very peaceful.

Only for a moment you can hear the owl through the
trees,

At a fleeting moment, a tree shakes off a single
yellow leaf.

At the edge of the water there lies a house, in that
house were two lovers,

Love-filled hearts kept it warm and fill it with
fortune.

And by night and day the maiden is singing;
Then, the fairy heard them; her envy was ignited.

Then a fisherman rowing on the water late at night,
That stirring water swallowed the fairies anger.

On the horizon arrived the maiden who sang loudly,
And both the owl and the maiden sang at that
moment.

The owl sung from up high: "poor owl, poor me!
May God not grant you to see the Sun, you Evil
Fairy”
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Jezero se gorsko ziba, nesta vile, Suti vir; -
Staklenoga povrh gliba vjecni mir.

Lastavicam — Ivan Zahar

Male ptice lakih krila dizite se vi u zrak,

Vec¢ vas zove zemlja mila, zove vruceg sunca trak.

Sto li ¢eka sred livada, i prek silnih voda vas?

Malo lasti, puno jada, al "'vas majéin zove glas.

Zove, vuce, silnom mo¢i juznog sunca vruci sjaj.

O u dom ¢u i ja do¢i, pozdrav’te mi rodni kraj.

Moja Lada — Petar Preradovi¢

Plovi, plovi, moja lado, u koj' godjer kraj;
Ja ti cilja jo$ ne nadjoh, sama cilj si daj!

Kad te amo ve¢ zanesla tvoje sudbe moc,
Raspni jadra, pruzi vesla, plovi dan i no¢!

U vjetra se uzdaj volju i valova bijeg,

U buduénost gledaj bolju, k nebu digni stijeg!

Sjecaj se mene — Viadimir Nikoli¢

Mlado zora kad zaplavi
Mrka no¢ kad se krene

Kad je slavuj pjesmom javi,
Tad se, duso, sjeti mene.

Jutrom zora kad zablista,
Sunce zlatom kad se odjene,
Tada, duso, nek se Cista
tvoja ljubav sjeti mene.

A kad opet no¢ se spusti,
Kad je sjene jave njene,
Tad molitvu, duso izusti,
Pa se uz nju sjeti mene.

The lake upon the mountain, the whirlpool hushed,
The fairy left; and as before, it was a place of peace.

Swallows

Little birds with light wings go up in the air!
Calling for their homeland, calling the warm
sunbeam.

What awaits you across the meadows and beyond the
hazardous waters?
Little delight, lots of sorrow, but the mother's voice is
calling.

Calling, luring, with great energy like the southern
Sun's warm glow.

To home, I shall also come, so send my wishes to our
homeland.

My little boat

Sail, sail, my boat, where ever the winds take you;
I still cannot find the direction for you to go!

When carried away by the winds of destiny,
Spread your sails, use your oars, to sail day and
night!

Believe in the gift of the wind and power of the
waves,
And be positive about tomorrow, and raise the flag!

Remember me

Young dawn, when your colour changes to blue,
When nights darkness has departed,

When the nightingale sings its song,

Then, my dear, remember me.

In the morning when it shines,
The Sun above is clad in gold,
Then, darling, may it be clear
That your love will remember me.

And when night falls again,

When the shadows of night return,

Then pray, my dear, with utterance of your soul,
And then, remembers me.
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No¢ je tiha - Josip Eugen Tomic¢

No¢ je tiha, nebo zvijezde siju,
A ja na te mislim u samoci,
Cujem kako kasne ure biju,

Te mi nece san na trud ne oci;

Ne mi srca neda mi do sanka,
I ne pusti odpoc€inut trudnog,
Snuzduje me za bijela danka,
Aiuno¢ svijest mi drzi, drzi budnog.

A i tko ¢e na san sklopit o€i,
Kad se sa njih suza tok obara,
Tko ¢e mirno da prosniva noci,
Kada grudi srca va paj para?

Tko ¢ée mirno za prosniva noci?
A ja na te mislim u samoci!

Night is still

Night is still, the heavens are full of stars,

And I think of you when I am alone.

Looking how the clock chimes at this late hour
And we can not force our eyes to rest,

My restless heart will not let me dream away,
And not let me slip into deep sleep.

Tired even in the brightness of day

And in the night I am compelled to stay awake.

Who can close their eyes,

When they are teary?

How can you sleep this dreamy night,
When your heart is broken?

Who will calm the dreamy night?
And I think of you when I am alone.

Branko Lovrinov - Tenor

Biography

Branko Lovrinov has completed his Bachelor Degree of Music with first class Honours, and
is continuing his studies for a Master of Philosophy at the Elder Conservatorium of Music,
under the guidance and vocal instruction of Patrick Power and supervision by Dr. Kimi

Coaldrake.

Most recently, he has performed the role of ‘Pinkerton’ in the Puccini Opera ‘Madama
Butterfly’ with Co-Opera. He has also been awarded the 1% Prize in the ‘Recitals Australia
Performance Award’, a George Boland Scholarship and an Australian Postgraduate Award in
2012 to continue his Master’s studies at the University of Adelaide.

Jamie Cock - Piano

Jamie Cock began piano studies with Di Spence in Balaklava, subsequently with Noreen
Stokes and Stefan Ammer at the Elder Conservatorium, graduating with Honours in Piano
Performance. Further studies were undertaken at the Martinu Academy in Prague and the
Musikhochschule Freiburg graduating with distinction in Piano Chamber Music.

He worked as a freelance pianist with various soloists and ensembles throughout Europe, and
as staff accompanist at the Musikhochschule Zurich-Winterthur with the Cello class of
Raphael Wallfisch. He has presented concerts in Germany, France, Italy, Switzerland, the
Netherlands, the UK, the US and New Zealand.

A recipient of the Geoffrey Parsons Award, the prize winner at the Mendelssohn-Bartholody
chamber music competition in Berlin, Jamie returned to reside in Australia in 2005. Since
then he has been active as accompanist and teacher in everything from Continuo to Cabaret,
including concerts for the Firm, Brink Theatre, Ngeringa Herb Farm and Elder Hall Lunch
Hour series. He has worked with the State Opera of South Australia, Adelaide Symphony
Orchestra and recorded the CD “Night Dreams” with local soprano Emma Horwood.
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Program
Illyrian Anthem ‘Jo$ Hrvatska ni’ propala’ (1833)
Ferdo Livadi¢ & Ljudevit Gaj

Vukoslav’s aria ‘Osvetjen bit ¢u’ (‘I will be avenged”)
latest edition, 1948 from the opera ‘Ljubav i zloba’ (1846)

Vatroslav Lisinski
Vukoslav’s aria ‘Bit ¢u osvec¢en’ (‘I will be avenged’)
first edition, 1846 from the opera ‘Ljubav i zloba’ (1846)
Vatroslav Lisinski
Finn’s ballad ‘Umchalas gada polovina’ (‘Half a year flew by’)
from the opera ‘Ruslan and Ludmilla’ (1842)
Mikhail Glinka

-Interval-

Lenski’s arioso ‘Ya lyublyu vas’ (‘I love thee’)
from the opera ‘Eugen Onegin’ (1879)
Pyotr Ilyich Tchaikovsky

Adel’s Turkish love song ‘U Tur¢ina dulvodica’ (‘In a Turkish garden’)
from the opera ‘Adel i Mara’ (1832)

Josip Hatze
Adel’s Serenade
from the opera ‘Adel i Mara’ (1832)

Josip Hatze
‘Romance of the Young Gypsy’
from the opera ‘Aleko’ (1892)

Sergei Rachmaninoff

Adel’s aria ‘Oj Splite Grade’ (‘Oh, Town of Split”)
from the opera ‘Adel i Mara’ (1832)

Josip Hatze

This recital will be recorded to form part of a Master of Philosophy research project titled
“Croatian Lyric Diction for Singers: An Exploration through Performance”.

Please switch off your mobile phones!
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Program Notes

Anthem for the Illyrian Movement ‘Jos Hrvatska ni’ propala’ (1833)

This anthem, composed by Ferdo Livadic, signifies the advent of the Croatian literary revival.
It was through the efforts of the /llyrain Movement (1830 -1848) that it was possible to
establish awareness of the Croatian language. The message of this anthem is stated in the title
“Croatia has not yet fallen while we live”. This anthem was sung as a protest against
Hungarianisation of the Croatian language during the early 19'" century. The English
translation is provided by Branko Lovrinov.

Jos Hrvatska ni propala dok mi zivimo, Croatia has not yet fallen while we live,

visoko se bude stala kad ju zbudimo. it will rise high when we revive it.

Ak je dugo tvrdo spala, jaca hoce bit, If it's slept this hard and long, it will grow
stronger,

ak je sada u snu mala, ¢e se prostranit. if it's so small in its sleep, it will expand.

Hura! nek se ori i hrvatski govori! 'Hurrah!" let it resound, in our Croatian tongue!

Oj, Hrvati braco mila, Cujte nasu rijec, Oh, Croats, dear brothers, hear us when we say,

razdruzit nas nece sila bas nikakva ve¢! there is no force that will separate us now!

Nas je nekad jedna majka draga rodila, One dear mother gave birth to us once,

hrvatskim nas, Bog joj plati, mlijekom dojila. breastfed us Croatian milk, thank God for that.

Hura! nek se ori i hrvatski govori! 'Hurrah!" let it resound, in our Croatian tongue!

Vukoslav’s aria ‘Osvetjen bit ¢u’ from the opera ‘Ljubav i Zloba’ by Vatroslav Lisinski.

‘Ljubav 1 zloba’ is the first Croatian opera, composed by one of the first Illyrian composers,
Vatroslav Lisinski. The Dalmatian noble, Vukoslav, has witnessed the young lady he admires,
Ljubica, showing affection to Obren. He seeks revenge and wishes nothing more than total
destruction. The only thought of complete destruction and vengeance brings him peace. The
English translation is provided by Branko Lovrinov.

Osvecen bit ¢u! Nema sumnje vise. I will be avenged! Without a doubt.

Velimir se nagovorit dade, Velimir can be persuaded to believe

da je Obren izdajnik i hulja! That Obren is a traitor and scoundrel!

Prisilit kéer ¢e da mu dade jasan znak And to force his daughter to give him a clear sign
da ga se odrice, i to za v’je ke sve! Telling him she is his forever!

I jo$ da znade za izdajstvo njegvo, And for him to know this betrayal,

Koje na njeg svalih ja i da ga prezire! being known by him, only hated ensues!
Tako stjerat njeg ¢u iz njegvog raja, How will I will strike him out of his paradise;
Znam da ta v’jest ¢e ga ranit jace. I know that that news will hurt him more.
Nek da mu u grud zabodem sve mace. Let my sword stab him in his chest.

Osjetit ¢e tako ljuto on osvetu moju! He will feel my anger through my vengeance!
No to joste nije osveta moja sva: But that would not be enough:

Mojom robinjom nora postat Ljubica, Ljubica must become my slave,
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Zapalit ¢u oca njenog dvore!
Mletacke ve¢ Cete gradu se blize,

U luku ve¢ su stigle duzdeve ladje,
Svi u ropstvo sad ¢e pasti nase

I tek tad bit ¢u smiren ja i moja krvna osveta.
I tek tad ¢u se smirit ja, da! I moja osveta!

I'll set her father’s palace on fire!
Venetian troops will advance closer to the city,

In the port, they arrive with their boats,
All will hold them captive as they fall to our feet.

And only then will I calm my bloody revenge.
And only then I’ll be calm, yes! And my revenge!

Vukoslav’s aria ‘Bit ¢u osvecen’ from the opera ‘Ljubav i Zloba’ by Vatroslav Lisinski.

This version of ‘Vukoslav’s aria’ will be performed in the original archaic Croatian. There are
notable changes from the standard language compared to the archaic Croatian, allowing a
different interpretation of the piece. Due to this complicated language, Goran Lovrinov
assisted Branko Lovrinov to provide an accurate English translation.

Bit ¢u osvetjen! Ja ne dvojim vise.
Velimir se nagovorit dade

K¢er prisilit da obrenu pise
Da se odrece navek svake nade!

Da je jurve drugom sarce dala
A $to njemu kaza bi tek $ala.

Tako ¢uga bacit, s negvog neba
Ta poruga ranit ¢e ga jace

Neg da mu ugrud ubodem sve mace
Tako, Tako, osvétit se tréba.

Nuto joste nije sva osvjeta
Mom robimom ima postak kleta.

Pogorjet ¢u nénog otca dvore
Proliti cu mnogo kaplju karvi

I kad bude dole, sto je gore,
I sve oganj i oruz je smarvi,

Ta da ¢u umirit ja!

I will be Avenged! I am not beside myself.
Velimir can be persuaded.

His daughter compelled to write to Obren,
That he eliminates any hope!

That she has given a heart to someone else,
And what she said to him must be pure folly.

I will cast him, from his heaven
This provocation will inflict a deeper pain,

Let my sword stab him in his chest.
Exactly, just like that, much needed vengeance.

But that would not be enough to be fully avenged
Like a curse, they will carry it with them,

I will burn her father's Palace
And I will spill the blood of others.

And then, when what is down is then up,
And when all flames and all armour are crushed,

Then I will have peace!

Finn’s ballad ‘Umshalas’ goda polovina’ (The fleeting half of the year) from the opera
‘Ruslan and Ludmilla’ by Mikhail Glinka

The fairy-tale opera ‘Ruslan and Ludmilla’ is a setting by Mikhail Glinka of a libretto based
on Alexander Pushkin’s epic poem. In this excerpt, the sorcerer Finn is encountered by
Ruslan, a brave knight. asks who Finn is, to which he replies with a lengthy tale about life

and love.

Finn’s story begins in his youth as a shepherd in a faraway land. The young man encountered
the beautiful and charming Naina, fell in love and declared his love for her, but she rejected
him. Mad with grief, he resolved to become a pirate, seeking a life of danger and riches.
Returning as a middle aged man, he appears before Naina offering corals, gold and pearls.
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Once more he declares his love to her, but she rejects him again. Heartbroken, he turns his
fate to sorcery. After many years of studying dark magic, he conjures up a love spell. Naina
instantly appears before him as a quivering old woman. When he realises that Naina is no
longer beautiful, he runs away from her and lives as a hermit. Finn explains that Naina is also
skilled in sorcery and seeks vengeance on him and Ruslan. Anton Belov wrote this

translation.?

Recit.

JIt006e3HbI ChIH,

VX 51 320BIT OTYU3HBI TATEHOM
VYrpromerii kpaii. [Ipuponnstit GpuHH,
B nonuHax, HaMm OTHUM M3BECTHBIX,
Tonsist crazo cén OKpecTHbIX,

Ho xwuth B orpagHoil THIINHE
JlaHo He 101ro OBUIO MHE.

Torma 61113 HAIIETO CENEHbS,
Hawvna, nBer yenuHeHbs,
I'pemena nuBHON KpacoToi.
51 neBy BCTpETHUII... pPOKOBOH,

3a B30p MIaMeHb ObUT HArpajoii,
U s 11000Bb y3HAT TYIION

C e€ HeOeCHOIO OTpaIoH,

C e€ My4UTETBHON TOCKOM.

Ballad

‘YMuanacek roga mojoBHHA;

51 ¢ TpeneToM ABUIICS K HEH,
Cxazai: “mro6mro tebs, Hauna.”
Ho po6koii ropectu Moeid.

Hauna c ropnocrteio BHUMAIIA,
Jlvie npenectu cBow J009,
U paBHOAYIIHO OTBEUAIA:
"IMacryx, st He aro0IE0 TEOs!"

U Bc€ MHE AMKO, MPayHO CTAJO:
Poxnas xymia, TeHb 1yOpOB,
Becénbl urpsl nacTyxos -
HuuTo TOCKM HE yremano.

51 BBI3BaJ CMeEINBIX PEIOAKOB
Hckatp omacHOCTEH | 371aTa.
MeI fgecsTh JIeT 1o 3ByK OyrnaTta
Barpunu kpoButo Bparos.

CObLIUCS TBUIKUE JKEJIaHbS,
COBUINCH TAaBHHUIITHUE MEYTHI!
MuHyTa CITaIKOr0 CBUIAHbS,
W nns mens OnecHyna ThI!

K Horam xpacaBuiibl HaIMEHHON
IIpunéc 1 Med OKpOBABIEHHBI,
Kopanebl, 31ato u sxeMuyr;

LIBRARY NOTE:
The following translated text has been removed due to
copyright, pp. 81 -83.

This text is included in the print/archival copy of the
thesis held in the University of Adelaide Archives.

2 Anton Belov, Libretti of Russian Operas: Volume 1, (New York: Leyerle Publications, 2004), 24-29.
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IIpen Hero, cTpacThIO YIOEHHBIN,
Be3MonBHBIM poeM OKpY>KEHHBIH
E€ 3aBuCTIMBBIX OAPYT,

Crosi1 5 INIEHHUKOM TOCITYIIHBIM;

Ho neBa ckpbiiach or MeHs,
ITpUMOIBS ¢ BUIOM PaBHOIYIIHBIM:
"T'epoti, st He MOOIIO TEOsT!"

K uemy paccka3bIBaTh, MO CBIH,
Yero nepeckaszaTh HET CHIIBI?

AX, U Tenepb OfIMH, ONIUH,
Jymioif ycHyB, B IBEPSIX MOTUJIBI,

51 moMHI0 ropecTb, U OPOi,

Kak 0 MUHYBIIIEM MBICITb POAMTCS,
ITo 6opome moeti cenoit

Cnesa Txénas KaTUTCA.

Ho ciymaii: B ponuse Moei
Mesk 1y IyCTBIHHBIX phIOapeit
Hayka nuBHast Taurcs.

ITon KpOBOM BEYHOW THUIIWHBI,
Cpenu 1ecoB, B TDIYIIN JAJIEKOil
JKuByT cenplie KONayHSI;

U cepaue neBblI s )KECTOKOM,
Pemmiica wapamu npuBieys,
JIt000Bb BOMIIEOCTBAMU 3a)KEUD.

[Iponuii HeBUAUMBIE TOIBI.
Hacran maBHO >KeJTaHHBIM MMT,
U cBeT0i1 MBICIHIO ITOCTUT
S TallHy CTpalIHYIO IPUPOJIBIL:

B MmeuTax Hamexap MOIOIOH,

B BocTOpre MBUTKOTO XKeNaHbs,
TBOpIO MOCTIENIHO 3aKJIMHAHbS,
30By ayxoB - Bo ThMe HOYHOHA,
Crperna nmpomuarack TpoMoBasi,
Bonmre6HbIi BUXOPH MOAHSIT BOI.

U Bapyr cuaut nepeno MHOM
Crapymka npsixias, cenasi,

C ropbom, ¢ TpsCydeii roIoBoH,
[TeyanbHOI BETXOCTH KapTUHA...

AX, BUTA3B, TO Obl1a Hanna!...

S yxxacHynes 1 Mmonyadn,

W Bapyr 3amnakan, 3aKpuya:
Bo3moxkno n1b! ax, Hauna, ThI 111!

Hawna, tne TBost Kpaca?

Ckaxu, yxenn HeOeca

Tebst Tak cTpanrHo H3MEHWIN?
VBB, MO#1 CBIH! BCE KOJJIOBO

B mopre cOBUTOCS 10 HeCHaCThIO:
Ko mHe mbu1ano HOBHOM CTPacThbiO
Moé cenoe 6oxecTBO!
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51 ybexain; Ho THEBOM BEYHO
C Tex nop npecienys MeHs,

Jymroro u€pHoi 3710 JIF00s,
IIbinas MieHseM OECKOHEYHO,
KommyHbs crapas KOHEUHO,
Bo3sHeHaBuIUT U TEOS.

Ho 161 Pycnan, Hauns! 37100HO# He cTparmcs!
C Hanex 101, BEpOIO BECENOi

Wnu Ha BCE, HE yHBIBaIA!

B niepén, MedoM u rpynpro cMenou,

CBoii myTh Ha TOJTHOYB MPOOMBaii!

-Interval-

Lenski’s arioso ‘Ya lyublyu vas’ from the opera ‘Eugen Onegin’ by Pyotr Ilyich Tchaikovsky

‘Eugen Onegin’ a famous Novel in verse, was written by Alexander Pushkin. Lensky, a poet,
confesses his love to Olga with heightened poetic expression. His memory of their playful
childhood develops into the mature and intense passionate declamation of love for Olga. This
text was translated by Anton Belov.”

SI mro0nro Bac, s 000 Bac, OJbra,
Kak onna Ge3ymHast qyina mosra
E1e mo0OuTh ocyxieHa.

Bceerna, Be3ne oqHO MeUTaHbE,
OnHO NPHUBBIYHOE KEJTAHbE,

OnHa npUBbBIYHAS [IEYATTh.

51, oTpok, ObLT TOOOI IIIEHEHHBIH,
CepreuHbIX MYK €Ille He 3HaB,

51 ObLI CBUIETENH YMUIEHHBIN
TBoux MitajieHuecKux 3a0as.

B TeHn xpaHUTENBEHON TyOpaBhI
A pazgensn TBou 3a6aBEI, ax.

S mo0mro Tebs, s Mo0II0 Teos,

Kak omHa mymma mosTa TOIbKO JTFOOHT,
Tel OIHA B MOUX MEUTaHBSX,

ToI omHO MOE JKenaHbe.

Tbl MHE palOCTh U CTPAJIAHBE,

S mo0mro Tebs, s 100110 TeOS.

W HUKOTIa HUYTO, HU OXJTAXKIAFOIIAS 1a)Tb,
Hwu gac pasnyku, HU Becenbs IIyM,

He orpesBsar aymu corperoit
JleBCTBEHHBIM OTHEM JIIOOBH.

3 Anton Belov, Libretti of Russian Operas: Volume 1, (New York: Leyerle Publications, 2004), 237-239.
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Adel’s Turkish love song ‘U Turéina dulvodica’ (‘In a Turkish garden’) from the opera
‘Adel i Mara’ by Josip Hatze

Josip Hatze composed this tragic love story of a Turk (Adel) and the Croatian girl (Mara) set
in Split in the 16" century. This opera is centred on the two protagonists who find love, but
are culturally divided. In this aria, Adel first glances at Mara, falls in love, and sings an
affectionate song in a Turkish style.

Though similar to a serenade, these Bosnian Muslim love songs called ‘Sevdalinke’ contain
esoteric expressions following a strict modal pattern at the end of verses. The poem used for
this aria was published approximately 120 years before the composition of this opera in 1932.
This translated has been provided by Branko Lovrinov.

Recit. Recit.

BozZe, zasto ne ustavi zemlju, Lord, why have you delivered me to this land,

Da se taj rajski pogled no pokvari To see this beautiful place in spoils.

Oh ¢im da ju zanesem! Oh, how have I pursued her!

Pjesmo moja pomozi! Oh, my song, help me!

Aria Aria

U Turcina dulvodica slatko mirise; In a Turkish garden sweet aromas stir’

Al je ljepsa djevojcica, ljepsa od ruze; Yet the scent of a maiden is sweeter than roses;

A ja Turcin ginem za djevojkom, I, a Turk, am seeking for a maiden,

Za djevojkom, krotkom golubicom! A maiden, a shy sweetheart!

U Turcina med je sladak, sladak presladak; In Turkey, honey is sweeter than sweet;

Ali usta djevojcice slade of meda; Yet the mouth of a maiden is sweeter than
honey;

A ja Turéin... I, a Turk...

Adel’s Romance from the opera ‘Adel i Mara’ by Josip Hatze

Adel is singing at evening to lure Mara to her window so he might see her once more. This
serenade is in a Mediterranean style, and displays the stylistic elements of the Dalmatian
‘Klapa’ songs. Klapa, songs and serenades are usually sung acapella in groups, and is a
uniquely Dalmatian. English translation is provided by Branko Lovrinov.

Da me hoée draga zdravo docekati, If only my darling could soundly welcome me,
Zdravo docekati, milo pozdraviti: To soundly welcome me, and kindly greet me:
Sto mi nosis, zlato, iz tog Klisa tvoga? My treasure, what will you bring from Klis?
Ja to nosim, duso, rumenu jabuku, I am bringing you, my dear, a rosy apple,

I nosim ti, duso, dulsije vodice And I am bringing you perfumed rose-water,

I nosim ti, duSo moja, srce obranjeno. And I bring to you, my dear, my longing heart.
Pram’ jabuci, duso, mirisom rumenis Receive the red apple, my dear,

A da bi da srce obranjeno. So that you sigh, my dear, for a longing heart.
Da uzdises, duso, mirisom ruzice. That you sigh, my dear, the scent of roses.

A da vidas, duso, srce obranjeno. And to see, my dear, a longing heart.
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‘Song of the Young Gypsy’ (Romance) from the opera ‘Aleko’ by Sergei Rachmaninoff

Alexander Pushkin wrote Aleko drawing upon exotic themes, just like Ruslan i Ludmilla. Set
in a Gypsy camp at night under full moon. The ‘young gyspy’ sings a romance to his lover
Zemfira. Aleko, a follower of the Gyspy and partner to Zamfira, overhears the serenade and is
furious. As with the Gypsy code: “love is free”, but Aleko, through his jealousy, kills both
lovers. He is then cast away from clan as the rest of the Gypsies move on. This translation

was written by Anton Belov.”*

Bamisau: noa otmanéHHBIM CBOOM
I'ynser BonpHas nyHa,

Ha Bcro nmpupomy MuUMOXoaoM
PaBHO cusiHbe JTBET OHA.

Kto B HEOE MeCTO €l yKaxer,
IIpomonBa: TaM OCTaHOBUCH!
Kro cepaity 10HOM J€BBI CKaXeT:
JIro6u onHO, HE U3MEHUCH!

LIBRARY NOTE:
The following translated text has been removed due to
copyright, pp. 85.

This text is included in the print/archival copy of the
thesis held in the University of Adelaide Archives.

Adel’s aria ‘Oj Splite Grade’ from the opera ‘Adel i Mara’ by Josip Hatze

Adel has chosen to leave everything behind which he holds most dear: Split, and his beloved
Mara. He expresses the anguish of leaving such a beautiful city in such ill circumstances.
English translation is provided by Branko Lovrinov.

Recit.

Siromah Frane, a i Melka jadna,
O, i ja jadan! Ljubav §to ¢inis?
Divnog li jutra!

Tolika ljepota a toliko jada!

Aria

0j, Splite grade tesko uzdisanje,
Ko te je spleo, divno te je spleo,
Predrago mjesto $to te ukrasuje,

Carobni Marjan, zvonik svetomu Duje...

...Blistavo more, i po njemu lade,
Radosno sunce, noci nigdi slade.
Jubjeni prozor $to ga draga kiti,
O, da mi je tamo vjecno biti.

Recit.

Poor Frane, and Melka is miserable too,

And I am miserable. Love, what have you done?
This wonderful morning!

So much beauty, yet so much pain.

Aria

Oh, town of Split, breath deeply with hardship,
How you are entwined , wonderfully entwined,
A very dear place which is beautiful, Enchanted
Marjan hill, and the bells of Saint Dominus...

...shimmering sea, with boats afloat on it,
Joyful sunlight, tender nights like nowhere else.
Loves window opens like a tender flower,

Oh, if I could be there forever.

4 Anton Belov, Libretti of Russian Operas: Volume ,1 (New York: Leyerle Publications, 2004), 413.
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is continuing his studies for a Master of Philosophy at the Elder Conservatorium of Music,

under the guidance and vocal instruction of Patrick Power and supervision by Dr. Kimi
Coaldrake.

Most recently, he has performed the role of ‘Pinkerton’ in the Puccini Opera ‘Madama
Butterfly’ with Co-Opera. He has also been awarded the 1% Prize in the ‘Recitals Australia
Performance Award’, a George Boland Scholarship and an Australian Postgraduate Award in
2012 to continue his Master’s studies at the University of Adelaide.

Jamie Cock - Piano

Jamie Cock began piano studies with Di Spence in Balaklava, subsequently with Noreen
Stokes and Stefan Ammer at the Elder Conservatorium, graduating with Honours in Piano
Performance. Further studies were undertaken at the Martinu Academy in Prague and the
Musikhochschule Freiburg graduating with distinction in Piano Chamber Music.

He worked as a freelance pianist with various soloists and ensembles throughout Europe, and
as staff accompanist at the Musikhochschule Zurich-Winterthur with the Cello class of
Raphael Wallfisch. He has presented concerts in Germany, France, Italy, Switzerland, the
Netherlands, the UK, the US and New Zealand.

A recipient of the Geoffrey Parsons Award, the prize winner at the Mendelssohn-Bartholody
chamber music competition in Berlin, Jamie returned to reside in Australia in 2005. Since
then he has been active as accompanist and teacher in everything from Continuo to Cabaret,
including concerts for the Firm, Brink Theatre, Ngeringa Herb Farm and Elder Hall Lunch
Hour series. He has worked with the State Opera of South Australia, Adelaide Symphony
Orchestra and recorded the CD “Night Dreams” with local soprano Emma Horwood.

86



Acknowledgemens

Kimi Coaldrake — Thank you for guiding me in the right direction, and helping me in find the core to
research and study at the postgraduate level.

Patrick Power — Thank you for always being the man behind the voice. Without the necessary
therapy to my voice since coming back, I might have had been in extreme trouble with the voice.

Jamie Cock — Thank you for being a secure and reliable accompanist to some challenging and
neglected repertoire.

Claire Oremland — Thank you for your time and effort in allowing the performance to take place in
Elder hall. Thank you for all your effort.

Family — Thank you for giving me the origin to which the project was rooted.

Friends and Audience — Thank you for coming. This performance is a gift to you, allowing you to
open up to something new and in a different language.
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Program

Vladimir’s aria ‘Medlenno den' ugasal / Akh! Gde Ty’ (Slowly the day was fading / Ah,
where are you?) from the opera ‘Prince Igor’
Alexander Borodin

Miloj’s anthem ‘Zemlja sva tih je raj’ (The whole country is a paradise) from the opera
‘Mislav’
Ivan Zajc

Sobinin’s aria ‘Bratzy, v mitel’ (Brothers, into the snowstorm) from the opera ‘A Life for the
Tsar’
Mikhali Glinka

Finale ‘U Boj, U Boj’ (To arms, to arms) from the opera 'Nikola Subié¢ Zrinjski'
Ivan Zajc

-Interval-

Porin’s aria ‘Zorko moja’ (My Zorka) from the opera ‘Porin’
Vatroslav Lisinski

Lensky’s aria ‘Kuda vy udalilis’ (Where have you gone...) from the opera ‘Eugine Onegin’
Pyotr Ilyich Tchaikovsky

Mica’s aria ‘Vidjele ste sidjoh od ozgora’ (See how I appeared from up above) from the opera
‘Ero s onoga Svijeta’
Jakov Gotovac

This recital will be recorded to form part of a Master of Philosophy research project titled
“Croatian Lyric Diction for Singers: An Exploration through Performance”.

Please switch off your mobile phones!
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Program Notes

Ivan Dragutin Stjepan (plemenit) Zajc (1832 — 1914) was a Croatian composer, conductor,
and teacher who dominated Croatia’s musical culture in the late 19" century. He was born in
Rijeka, receiving musical training on the violin and piano at a young age. At the age of 18, he
commenced formal training at the Milan Conservatory studying dramatic music. In 1862, he
travelled to Vienna to compose many Operas and Operettas, but his unwavering patriotism
led him back to Croatia.

On his arrival in 1870, Zajc witnessed the poor state of music culture in Zagreb. He took it
upon himself to supply musical training to raise the musical standards of Croatian music. In
that time, he composed 3 Croatian Tragedies; Mislav (1870), Ban Leget (1872 - Fragments),
and Nikola Subi¢ Zrinjski (1876). Zajc also established the Croatian Music Academy in
Zagreb, often having to teach for free to ensure the financial sustainability of the music
school. He has often been called the ‘Croatian Verdi’ when observing the style of his
composition.

This performance is dedicated to Ivan pl. Zajc, on the 100" anniversary of his death.

Vladimir’s aria ‘Mennenno aens yracan / Ax! I'ne To1, rne?’ from the opera
‘Prince Igor’ by Alexander Borodin

The day is fading away. Vladimir, Prince Igor’s son, describes the dormant nature of the
landscape amidst the fall of night. He sings of hope that his love will soon come to him. The
problem is that his lover is Konchakovna, the daughter of Kahn Konchak, an enemy of Prince
Igor. This text was translated by Philip Taylor.”®

Recit.

MenneHHo aeHb yracai,
ConHiie 3a J€coM CcauiIoch, LIBRARY NOTE:
30pu Be4epHUS MEPKIIH,
Houp HagBuranzace Ha 3eMIIIO,
TeHn HOYHBIA YEPHBIM MOKPOBOM CTENb 3aCTUIIAIIMN. copyright, pp. 91-92.
Termnas r0)xHast HOYb,

The following translated text has been removed due to

I'pesbl 00BH HaBeBas, This text is included in the print/archival copy of the

PasznuBas Hery B KpoBH,

30BET K CBIIAHDIO. thesis held in the University of Adelaide Archives.

JKnems au Thl MEHSI, MOSI MHJIAS?

Knemms mu? Yyro cepmiem,
Yo Kaellb Thl MEHS.

Aria

Ax! I'me 151, THE?
OT30BHUCH HA 30B JTIOOBH.
Ax! Ckopo I1b, CKOpO JI1 51
VYBxy Te6s? Tor nmpuan!

5 Various Artists, Russian Opera Arias, Vol 2., Trans. Philip Taylor (Naxos: 2002), 18-19.
91



Ckopeii, ckopeit Ha 30B JIFOOBH OT30BHUCH.
BcrmoMHw, st B TOCKE, TPYIb TOPUT.

S Ky, cTPacTHO XKy 5 TS,

JIroOBHU TBOEH. BornbIme xw3HM 51 F00ITI0 TEOs1!

Y0 X THI MEJUINIIB, APYT MOK?
Bcransb, npuay ko MHe.

He 6Goiics1, Bce 1aBHO 3acCHYIH.
Kpyrom Bce kpenxo crur,

Bce MupHO, THXO CITHT.

Ax! I'me TH1, THE?

OT30BHCH Ha 30B JIIOOBH.
Ax! Jlokaych 1, JOXIYCh 5
Jlacku HE)XHOM TBOEH!

To1 mpuau!

Ckopeii Ha 30B JJFOOBH OT30BHCh.
IIpuau nox KpOBOM TEMHOM HOUH,
Korma u nec, v BOZIBI CIIAT.

Kora numis 3Be3161, HeOa OuH,
Onuu Ha HAaC ¢ TOOOU TIISIAT.

Kpyrom Bce MUPHO, TUXO CIIHT.
Kpenko cnurt.
punn!

Miloj’s anthem ‘Zemlja sva’ from the opera ‘Mislav’ by Ivan pl. Zajc

Amidst a great famine in mediaeval Croatia, Duke Vojin has ordered that the older population
must die in order to save the rest. Miloj addresses the crowd, singing an anthem in objection
to this royal decree. But then Mislav, the Croatian elder and leader of the people, agrees that
death is the only way to save lives, his sons; Miloj, Spjehota, and Dragos, plead with him to
reconsider.

The character model of Mislav is similar to that of Ivan Susanin from ‘a life for the Tsar’,
sacrifice for the greater good. Due to this complicated language, Goran Lovrinov assisted

Branko Lovrinov to provide an accurate English translation.

Miloj

Zemlja sva tih je raj

Buji s tarn pijev se s klada
Svigjdje mar, mile sjaj,
Knez ko blag, otac, vlada!
Svim je u kraju tom
Krasan blazen dom!

Vilo krasna scara tug,

Ka zasjan tupi duh, pade vrh mrak
Rijednim sam te Salje Bog

U nas jad neka tvoj, tvoj mio strah.

Al ¢uj te krivnju
S koje tez ka sudje nas kob

Miloj

This land is a paradise,

Slowly developing into a harmony,
Peace everywhere, for miles around,
The Duke rules like a gentle father,
The whole of that land,

Fair and blessed home!

The fair maiden mesmerised the sorrow,

Just like a stubborn soul falls in the shadows.
Holy God is delivering for our pain,

Which has turned into our fear.

But listen of the guilt
Which is been thrown upon us.
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U boj, knez zvase da sina smrt osvijeti,

Na vraga podije nas od sav karv lije! (karv lije!)
0j, bijes krut nas g nase sve obre htjasmo strijeti
Bezmiljen svuda mori dav se nisti! (Vrag pisti)

Spremni smo svi biju¢ se mrijet! (Za nas dom!)
Dusmanin ¢im nakrupi klet! (Za nas dom!)
Zavneli knez ne mreno zanj! (Ve¢ za dom!)
S krivili sam navalmo manj! (Za na$ dom!)

Dom nam je svijet! (Dal!)
Zanj svaki mrijet! (Zna!)

Za dom boj li bjasmo? Ne! Knezu onda mrijesmo
Za sina tisu¢ s ginu nas za jednog? (Nevriejdnog)

Tad gnijev s gasnumasmo navukli jadni nismo za

Narod znali njegov spas umrijeti. (Za sveti)

Spjehota
Za bijesnilo do bog nas kasni,

Dragos
za boj onaj kruti iz prazni,

Miloj
Sve jadi nas stigose s gar!

Zbor
(Za slusilismo strasni taj kar)

Miloj

Ah. rajska djevo ti nas spas

Jasni tvoj prodri trag naseg zla mrak
Knezu dizmo molbe glas

Puka svog nevolje jest slomit jak.

Zbor

[Dobri knez nas je nad, ¢ut ¢e on zemlje vaj,
Srece blag svice plam, nas ¢e knez pomo¢ nam.
Tisat zelj, tolik glad, skinut spas tezki jad,]

Sve

Ni¢ ¢em stan prote¢ vid,

Ljudski rod slavit pir,

Kraju gredu gorke bijede,

Domu dragom vraca mir.

Da drago naSom domu vraca blag se mir.

Boze ti ¢uvaj dom

Podaj mo¢ njemu stavnu,
Darz ga svom desnicom
Posti¢ cilj daj mu slavnu!

Vapi za doma spas svaki u sav glas.

To arms, the Duke will avenge his son’s death,
The people fight the Devil and shed their blood.
Oh, the sheer anger has overtaken us, and we have
No mercy until all is destroyed.

We are prepared to fight and die (for our home).
From those who takes a share of our stock (from us).
The greedy Duke takes for himself (from his home),
Taking from what is ours (for our home)

Our home is sacred, (Yes!)
For that, everyone will know how to die! (We know!)

Should a thousand of us die for the avenging of the
Duke’s useless son? No!

Then our fury has overwhelmed us, our naive nature
Did not know the value of death to save people.

Spjehota
It all suddenly flared up,

Dragos
It lashed out at an instant,

Miloj
And now the suffering has come upon us.

Chorus
(And we deserved it.)

Miloj

Ah, Holy mother, you are our saviour,

A clear sign has entered our shadow of darkness.
To our Duke, we are requesting the voice

Of the people which is definitive and strong.

Chorus

[Our good Duke will listen to us, and understand.
Fortune is rising so that the prince will help,
Reduce the craving of such hunger, bringing us
salvation from this pain.]

Tutti

They will start to see that

The people will praise this event.

So much poverty in our homeland

That is now resolving to peace.

Dear father, peace and blessing will return to our home.

Oh God, protect our home,

Deliver the power unto him.

Hold it firm in his right hand

To achieve his goal, give him praise.

As he has saved us, shout out loud.
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Sobinin’s aria ‘bparupl, B metens’ from the opera ‘A Life for the Tsar’ (1836) by
Mikhail Glinka

Polish troops approach the house of Ivan Susanin, with the intention of capturing and
assassinating the Tsar of Russia. Susanin ventures out in the middle of a snowstorm with the
Polish troops, hoping that it will create a window of opportunity to allow the Russian Royal
family to seek refuge.

Bogdan Sobinin is betrothed Antonida, Susanin’s daughter, and promises to bring her father
back. He sings this aria, reassures the men to show the same bravery and sacrifice as Susanin
and face the snowstorm. Translation was complete by Philip Taylor."

Bpariisl, B MeTENb, B HEBEOMOM [TYIIH
MBI cpa3y He MOIIIH 100paThCs 10 Bpara!

Uro HaM MeTeb, JIeCHasl ITyOuHa, LIBRARY NOTE:

besmyTbe, TpyA U Xnaj HOYHOM!

He ynbiBaiite, Oparupl! He ycrynaiite Bbiore COleght, Pp. 94.
U tpyaaomy OecmyTbio - CBOE Bo3bMeM!
MBI CTOMKOCTBIO PycCKoOl, MBI IIPEKIIOHHBIM TyXOM

The following translated text has been removed due to

Beto TpyaHOCTH TepenoMuy This text is included in the print/archival copy of the

- Ortia Haiigém!

Knér neecra kpacnas! Cetuk, s 1eds

thesis held in the University of Adelaide Archives.

Mgl HaligéM OTIIa, TOCTaBUM JOMOM!

Ot Te0s 51, moporasi,

Ky Harpazpl, u 1F000BHOM U JIACKH KITy!
BarsiHens KpacHBIM CONMHBIIIKOM, - C maMsTH
CJIETHUT.

Betora, Tpyn u 6oii - [IporisiHeT t000Bb!

Bparupr, noitném! J{okoHIMM 4eCTHBIN TPy
U naxy He maauM HaJ HAMH CMEX TBOPUTD.
[Tyt Ham Buepén! Ham mrogu BMEHAT B CTHI,
Komp 6e3 orna npuaém nomoii!

Orten B Hyx1€e Benukoil — Ha Hac ero Hagexmna!
U cren i HaM OCTaBHTH €ro B HYXJe?

BennT HaMm decTh cBATas HalTH OTIIA U JITXa
Ka3uuth 3a cMex Hajg HaMu

— Ioiiném, npy3ss!

Finale ‘U boj, u boj’ from the opera ‘Nikola Subic Zrinjski’ by Ivan pl. Zajc

The Turks are advancing onto the fortress, there are no supplies left in the fortress of Sziget.
As a last resort, the Ban (Military leader and Noble) Nikola Subié¢ Zrinjski decides to advance
against the enemy, severely outnumbered, and against the odds of survival. He tells his army
not to lose heart, advance the enemy with total force, and fight bravely to meet their destiny.
The English translation is provided by Branko Lovrinov.

76 \Various Artists, Russian Opera Arias, Vol 2., Trans. Philip Taylor (Naxos: 2002), 15-16.
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U boj, u boj!
Mac iz toka, bane,
nek duSman zna kako mremo mi!

Grad nas vec gori,
stize do nas vec¢ zar:
rik njihov ori,
bijesan je njihov jar!

K'o pozar taj grudi nase plamte,
utis$a rik maca nasih zvek!

K'o bratac brata,
Zrinskog poljub’te svi!
Zrinskom na vrata,
vjerni junaci vi!

Sad zbogom bud',

dome nas zauvijek,

0j, zbogom, od svud i svud
na te dusman ide prijek.

I ve¢ u grob sveti trup sklada tvoj, al' nece!
Za te sin svak u boj se krece!
Dome nas, ti vijekom stoj!

Za dom sad u boj!

Ma paklena mnoz

na nj dize svoj noz;

Hajd' u boj!

Nas mal, al' hrabar je broj!
Tko, tko ¢e ga strt'?

Smrt vragu, smrt!

Za domovinu mrijeti kolika slast!
Prot duSmaninu! Mora on past'!

To battle, to battle!
Unsheathe your swords, soldiers,
Let the enemy know how we die!

Our city already burns,

The heat is already reaching us:
Their roar resounds,

Their rage is rampant!

Our chests flare up as that fire,
The roar is silenced by the rattling of our swords!

All of you, kiss Zrinjski

As brethren would kiss one another!
Follow him to the gates,

Trusty heroes!

Good bye and fare well,

Our home of old,

Oh, good bye, from everywhere
The grim enemy comes

Already they plan to bury your sacred body, but they
shall not! All your sons move to the fight for you!
Our home, you will stand forever!

For the Homeland, to battle!

For the Homeland, now to the fight!

Even if infernal might raises its knife at it;
To the fight!

We are few, but courageous!

Who, who will bring him down?

Death to the devil, death!

To die for your Homeland - such a delight!
Against the enemy! They must fall!

- Interval -

Porin’s aria ‘Zorko moja’ from the opera ‘Porin’ by Vatroslav Lisinski

Porin has received word that his betrothed Zorka has been captured by the Frankish army
under Kocelin. He laments the thought of losing his dearly beloved Zorka. Passionately, he
rallies all his soldiers to fight the Franks. An English translation is provided by Branko

Lovrinov.

Zorko moja, Zorko mila,
Jedva da si cvjetat stala,
Jur si gromom z gode pala.

Ah! Na zemlji nema raja,
...tu prebiva zloba jad!

Ah, Zorko moja, Zorko mila,
Ti si meni sunce bila
Zastira me grozna noc.

Zorka, Zorka my dear,
You have not yet bloomed,
Lightning flashed with no warning.

Ah! On this earth there is no paradise,
...there is malice in misery!

Ah, Zorka, Zorka my dear,
You were my radiant sun
Amidst the awful dark of night.
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Lenski’s aria ‘Kyna, kyna bl ynanunuck’ from the opera ‘Eugen Onegin’ by
Pyotr Ilyich Tchaikovsky

Lensky challenged Onegin to a duel in response to Onegin's advances on Lensky's fiancée,
Olga. The next morning, as Lensky awaits the arrival of Onegin for the duel, he looks back
on his happy youth. He realizes that he will probably die in the duel and does not particularly
care if he does. The only great loss in his death would be that he would never see Olga again.
Anton Belov wrote this translation.’’

Kyna, xyna, kyaa Bbl ynaquinuch,
Becursl Moetli 3mateie qun?

UTto AeHb IpAayIIUi MHE TOTOBUT? LIBRARY NOTE:
Ero moii B30p HanpacHo J0BHT: The following translated text has been removed due to

B mityboxkoit TemMe TauTcst oH! .
Her Hyx/p1; IpaB cyab0b! 3aK0H! copyrlght, Pp. 96.

ITagy nu s, cTpenoi MpOH3EHHBIN,

Hn}_wgmMo réponem oHa, - This text is included in the print/archival copy of the
BC€ 0OJ1aro, o€HusdA U CHa . . . . . .
MPHXOIHT Yac OnpeeEHHbIi! thesis held in the University of Adelaide Archives.
bnarocioBed u feHb 3a00T,

0J1aroCIOBEH M ThMBI TIpUXox!

bnecHér 3ayrpa ay4 JEHHULBL,
1 3aUrpaer spKuil IeHb,

a 51, ObITb MOXET, 51 TPOOHHIIBI
COWy B TAMHCTBEHHYIO CEHB!
M namsTh FOHOTO ITOATa
MOITIOTUT MenjieHHas Jlera.

3alyner MUp MeHs; HO Thl, Thl, OJIbra...

Cxaxu, TpUAEIIb JIH, IeBa KPAcOTHl,
cJe3y MPOJIUTh HAJl paHHE! ypHOU

U IyMaTh: OH MeHs JIo0m!

OH MHe eqUHOMN ITOCBSITUI

paccBeT NevYaabHbIN KU3HU OypHOMH!

Ax, Onpra, st TeOst 1r00MT!

Tebe enrHON TOCBATHI

paccBeT NevYaabHbIH KU3HU OypHOM!
Ax, Ompra, st TeOst 1r00MT!

CepreuHslil IpyT, JKeMaHHBIN TPV,
TIpUIH, TIpyIH!

JKenanHbIiA OpyT, IpUAHA, S TBOH cynpyr!
puan, mpuan!

A xay Tebs1, )KeNaHHBIN IPYT,

TIPUAN, IPALH, ST TBOH cynpyr!

Kyna, xyna, Kyna BbI yIaauinuch,
37IaThIe THHU, 371aThle THH MOEH BECHb!!

" Anton Belov, Libretti of Russian Operas: Volume 1, (New York: Leyerle Publications, 2004), 277 — 279.
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Mica’s aria ‘Vidjele ste, sidjoh odozgora’ from the opera ‘Ero s onoga svijeta’
(1932) by Jakov Gotovac

Mica, disguised as ‘Ero’, is visiting a neighbouring village in Dinara (a mountainous region
in Croatia) looking to play tricks on unsuspecting villagers. He hides atop a hay stack to
listen in on a group of village girls singing folk songs. He accidentally falls from the hay
stack and concocts a story, saying that he dropped down from ‘Heaven’, and that he is a
celestial being called ‘Ero’. He tells his story in the form of a ‘Becarac’, a strophic folk song
from Slavonija with the expectation to improvising new verses. English translation is

provided by Branko Lovrinov.

Vidjele ste, sidjoh odozgora,

1z krajeva Sto su iznad gora,

Sa oblaka, s mjestaca sa zvijezda,

S bozjeg dvora, s andjeoskih gnijezda

Gdje Ilija svoja kolagura

Gdje sve vrvi od bozjih pandura
Da se red u raju ne ometa:

Ja sam Ero sa onoga svijeta!

Jer mi smo svi na svijetu onome
Bas isti kao i na ovome.

Jedan bi rado pio,

Drugi bi da kocka,

Trecega Zelja za ljubavi bocka,
Cetvrta bi se gizdala,

Asikovala peta...

Ali asik svetom Bogu smeta!

Asik, ljubav, ciljeliv, uzdisaj,
Pogled, sapat, zarkog oka sjaj,
Toga ti nepozna tamo onaj sveti kraj.

I nigdje ruke da je ogrijes,

Ni struka tankog da ga ovijes.
Zaludu trazi$ grudi mirisne
Gdje lice rad bi da se utisne

I bijelo grlo da zagrizu zubi,
11 usne da ih tvoja usna ljubim

Tko je mladi ziv, taj voljet mora,
I ja zato sidjoh og odozgora,

Da potrazim koju volim vise,
Neku dusu §to pod grlom dise,

Za njom ginem, bez nje biti necu,
Rad nje zivim, rad nje ja umrijet ¢u
Kao slika ona mi je sveta:

Ja sam Ero sa onoga svijeta!

Ravno s neba stigoh ja!

You have seen me drop from above,
from places over the mountains peaks
beyond the clouds with stars above
from God's house and the angels home

Where Elijah pushes a cart

where we are teeming in God’s image
as HE does not like heaven disturbed
I am Ero, from another world

We, in our own celestial world,

Are exactly like this world here

One would like to drink,

Another likes to gamble,

The third wishes to tease their lover
The forth is filled with pride

Flirting for the fifth one...

But flirting, God doesn’t approve of it!

Flirting, Loving, Wholeness, Breathlessness,
Looking, Speaking, Sparkles in the eye,
That is unknown in that holy place.

With nowhere to keep your hand warm,
No thin waist to grab hold of,

In vain to seek the scent of the breast
With face’s covered and kept hidden

And white necks are covered to the teeth
With a mouth that has no lips for kissing

Those who are young must love,

That is the reason why I came from up above,
To find someone who I can love,

I say this with my heart stuck in my throat,

For her essence, I cannot go without it,

That is why I live, something I could not live
without,

And like me, she would be divine:

I am Ero, from another world!

Straight from heaven, I have come!
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Ivan pl. Zajc (1832 — 1914)
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Appendix C:
Lyrics with IPA
Transcription and

Translation

Recital 1
Recital 2
Recital 3
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Recital 1

Page
Six Songs by Vatroslav Lisinski
'Osamljen’ (Alone) - Vatroslav Vezi¢ 103
'"Tuga' (Heartache) - Petar Preradovié 104
'U daljini' (In the distance) - Nokolaus Lenau (Trans by Petar Preradovic) 106
'Ribar' (Fisherman) - Petar Preradovié 107
'Na vjetar' (On the wind) - Ivan Kukuljevic¢ - Sakcinski 108
'Dvije Ptice' (Two birds) - Petar Preradovic¢ 109
Four Pushkin Romances by Michail Glinka
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Osamljen — Vatroslav Vezi¢

Jadno ti je srce u junaka
[ 'jadno t1 je "sartse u ju'naka |

Kad mu ljubu crna zemlja krije,

[ kad mu ‘Aubu 'tsarna 'zemAa 'krr:je |

Milu majku dugi puti dijele
[ ‘'milu ‘'majku "dugr putr 'djele ]

Kad od brata ne imate glasa
[ kad od 'brata ne 'mmate 'glasa |

Ni od seka njeznih uzdaha
[ n1ot ‘seka neznix ‘uzdaxa |

Kad sam vene ko listak od gore
[ kad sam 'vene ko "listak od 'gore |

a zalosti dijeliti ne more
[ a "zalostr 'djelitt ne ‘'more |

Jadno ti je srce u junaka...

Miserable is a heroic heart

When the earth holds his loved one,

Dear mother, long has it been since we parted.

When brother sent no message,

Of sisters gentle sigh,

If I alone like a forest leaf wilts

But my mourning cannot be shared.

Miserable is a heroic heart. ..

IPA and Translation: Branko Lovrinov
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Tuga - Petar Preradovi¢

Odkad, dusSo, ti mi ode
[ 'otkad "dufo t1 mr "ode ]

Mome oku iz okruga,
[ 'mome 'oku 1z 9 'kruga |

Na srce mi pade tuga
[ na 'sartse mr ‘pade ‘tuga |

Kao mraz na jadan cvijet.
[ 'kao ‘'mraz na ‘jadan 'tsvjet |
Moje misli bez slobode,

[ ‘'moje ‘muslt bes slo bode |

Kano pcele usred zime,
[ 'kano 'pyele 'usred ‘zime |

Nece da se leta prime,
[ netee da se 'leta "prime |

Studen im je cio svijet.
[ ‘studen mm je "ts10 ‘svjet ]
Ne znam nigdje mira za se,

[ ne znam 'nigdje ‘'mira za se |

Simo-tamo hodajuci,
[ 'stmo "tamo "xodajuter ]

Kad sam vani, moram kuci,
[ kad sam "vanr ‘'moram ‘kuter ]

A iz ku¢e moram van.
[ a1z 'kuter ‘moram van |

Tako trajem svoje Case;
[ 'tako ‘trajem 'svoje 'ffafe |

Vrijeme, kao iz olova,
[ 'vrjeme 'kao 1z ‘olova |
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Ever since you left me, my dear,

From my sight and presence.

Our hearts fell into sorrow

As frost falls on a flower.

My thoughts are trapped,

Like bees in the winter,

These thoughts won’t fly away,

With such a chill in the world.

I do not know where to find peace,

Yet onward, I must walk on,

When I am outside, I have a house,

And I must leave to go there.

So I spend my hours;

Time is the one in charge,



Pritiskuje prsa ova,
[ ‘pritiskuje ‘parsa ‘ova |

Vjecnost mi se €ini dan.

[ 'vjegnost m1 se "ffinr dan ]
Niti spavam, niti bdijem,

[ 'nitr ‘spavam ‘nit1 ‘bdr;jem ]

Ve¢ onako ¢udno j' meni,
[ 'vete o'nako "fudnoj ‘menr |

Zivim samo u spomeni,

[ '31vim 'samo u spo ment |
Da si ziva jo$ mi ti.

[ da st '31va jof mi t1 |

Jeste, duso, re¢i smijem,

[ ‘jeste "dufo ‘reter ‘smijem |
Da si zivot zi¢a moga,

[ da st "31vot ‘31tea ‘moga ]

Da si prva mi do boga,
[ da st ‘parva mr do ‘boga ]

Andeo njegve ljubavi!
[ 'andzeo ‘pegve Aubavr |
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With an expression from the breast,

And every day seems eternity.

Cannot sleep, nor can wake,

Everything is strange to me,

The thoughts comfort me,

That you're still alive.

Of course, I must also say now,

The fact that you mean life to me,

That you enlighten me at all times,

You, a loving angel of God.

IPA and Translation: Branko Lovrinov



U daljini — Nokolaus Lenau (Croatian translation by Petar Preradovic)

U daljini tudeg svijeta
[ uda'Amr1 ‘tudzek 'svijeta |

Ovu ruzu berem sad
[ 'ovu 'ruzu 'berem sat ]

Tebi, slatka duSo, tebi,
[ 'tebr ‘slatka "dufo 'tebr |

Donesao bih u rad.
[ do'nesao bix u rat |

Ali dok bih k tebi doSo
[ "alr dok brx "ktebr ‘dofo ]

Kroz daleki ovaj svijet,
[ kroz da'lekr "ovaj svjet |

Davno ruza bi uvela
[ 'davno 'ruza bru'vela |

Jer prebrzo vene cvijet.
[ jer pre'ba:rzo 'venetsvijet |

Nek ne idu nikad dalje
[ nek ne '1du ‘nikad 'dalje ]

Jedno od drugog srca dva
[ 'jedno od 'drugok ‘sartsa dva ]

Neka cvijeta joS u ruci
[ 'neka 'tvjeta jof u ‘russt |

Dar proljeca, ruza ta.
[ dar ‘proAetea ‘ruzata |

Ili do kud slavuj ide
[ ‘1l do kut ‘slavuj '1de ]

Skupljat slamke k gnijezdu svom,
[ ‘skupAat ‘slamkek "gnezdu svom ]

Ili do kud pjesan svoju
[ ‘11 do kut "pjesan "svoju |

Salje tihim vjetri¢em.
[ Jake "tixim 'vjetriteem |
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In the distance of another’s world

A rose is ready to harvest,

Thee, sweet dear, you,

Bring yourself willing to me.

But until [ come to you

Through this distant world,

A rose longing to be introduced

Will blossom too quickly.

Do not let go ever further apart

From each other two hearts

A flower still in her hand

A gift of spring, the roses.

Or how the far nightingale
continues

to build a straw nest of its own,

Or how far this song

Will travel in the silent breeze.
IPA and Translation: Branko Lovrinov



Ribar - Petar Preradovic

Ribice lude hodite amo,
[ ‘ribitse "lude "xodite ‘amo |

Ribice kuda bjezite tamo!
[ ‘ribitse 'kuda 'bjezite ‘tamo |

Meka je slatka, udica tanka,
[ 'meka je 'slatka ‘uditsa 'tapka ]

A Zivjet krasno na zemlji vanka.
[ a 'g1vjet 'krasno na 'zemAr 'vanka |
Ribicam ovdje ljuska se s nima,

[ ‘ribrtsam "ovdje "Auska se ‘snima ]

Bojnog oklopa ne treba njima;
[ 'bojnog o'kopola ne "treba ‘nima |

Jer svatko Zivi s njimi u miru,
[ jer 'svatko '31viv ‘spimru ‘miru ]

Bogci i bogati stol im prostiru.
[ "boktst 1 "bogatr stol 1m pro’stiru ]

Svatko im gleda pribavit slasti,
[ "svatko im 'gleda 'pribavit ‘slastr ]

Mijesto u vodi plove u masti.

[ 'mjesto u ‘vodr ‘plove u 'mastr ]
Ribice lude kuSajte samo

[ ‘ribise 'lude "kufajte 'samo ]

Kako je ovdje bolje neg tamo —
[ 'kako je "ovdje "boke nek "tamo ]

Kusajte jedno¢, tako mi srece
[ 'kufajte 'jednote "tako mr 'sretee ]

Znam da nijedna vratit se nece!
[ znam da 'ni:jedna 'vratit se ‘netee |

Crazy little fish, come hither,

Little fish come to the surface!

Softness is sweeter, take the bait,

Then you shall all live well on dry
land.

The scales can be removed,

As there is no need for armour;

For those living in peace,

The poor and wealthy share the

table.

Anyone looking to obtain
sweetness,

The place is the water; it is like
sailing in oil.

Crazy little fish; it is tasty
Things over here are better than
over there -

With a single taste, we will be
fortunate

And I know that none will go back!

IPA and Translation: Branko Lovrinov
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Na Vjetar — Ivan Kukuljevi¢ - Sakcinski

Duni vjetre, duni vjetre!
[ "dunr 'vjetre "dunt 'vjetre |

Tu, gdje tuzi mila,
[ tu gdje "tuzr ‘mila |

Nek joj nose moju pjesmu
[ nek joj 'nose ‘'moju ‘pjesmu ]

Tvoja laka krila.
[ 'tvoja 'laka 'krila |

Duni, vjetre, njoj u sobu,
[ 'dunt 'vjetre noju ‘sobu |

Gdje sve dni boravi,
[ gdje sve dn1 bo'ravr |

Nosi vijest joj kako za njom
[ 'nosr vjest joj 'kako za pom |

Gorim u ljubavi!
[ 'gorimu ‘Aubavr |

0O, moj vjetre, pogladi ju
[ o moj "vjetre po’gladr ju ]

Po nje licu bijelom,
[ po ne "litsu ‘bjelom ]

Nek zna da sam njojzi blizu
[ nek zna da sam 'nojz1 ‘blizu |

DuSom, srcem tijelom.
[ 'dufom ‘sArtsem ‘tjelom ]

Nek ne place, nek ne tuzi,
[ nek ne ‘plafe nek ne ‘tuzn ]

Blizu cas je vece,
[ 'blizu fas je "vetee ]

Kad se mili s njome dijelit
[ kat se ‘'milr 'spome "djelit ]

Nikad viSe nece!
[ 'nikad 'vife 'netee |
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Blow wind, blow wind!

There, where my sad lover lies,

Let her hold my song

On your light wings.

Blow, wind, into her room,

Where she resides all her days,

Carry the news to her, say

That my burning love for her is

worse!

Oh, dear breeze,

Stroke across her white face,

Let her know that I was near her

Close to her body, heart, and soul.

Weep no more, and sadness be

gone,

The closer to that great hour,

But the pleasure we desire

Will never be shared!

IPA and Translation: Branko Lovrinov



Dvije Ptice - Petar Preradovié

Zabludila morska ptica There wandered a water bird
[ za'bludrla "'morska 'ptitsa |

U daljine kopne zemlje In the vast distant land
[ uda'Kine 'kopne ‘zemAe |

| susrela kosovicu And he came across a Blackbird
[ 1 'susrela "kosovitsu ]

Gdje u gaju slatko pjeva. In a grove, singing a sweet song.
[ gdje u 'gaju 'slatko 'pjeva ]

"Kako mozes pjevat tuzna "How can you sing when it is
[ 'kako 'moze[ ‘pjevat ‘tuzna ] sad

U pustinji ovoj suhoj
[ u pu'stinr 'ovoj ‘suxoj | In this dry desert

Gdje ni kapi vode nema?" -
[ gdje n1 "kapr 'vode ‘nema ] Where there is not a drop of
water? "'-
""Tu pjevahu i moji stari
[ tu 'pjevaxu 1 ‘'mojr 'starr |
"" I sing to all my Ancestors
U istome ovom gaju."
[ u '1stome ‘ovom ‘'gaju |
in a grove just like this ™"
Domovina kakva bila
[ domo'vina "kakva 'bila ]
Homeland, the dearest place
Rodenom je sinku mila.
[ ‘rodzenom je 'sipku ‘'mila ]
Oh, there it is most beautiful.

IPA and Translation: Branko Lovrinov
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LIBRARY NOTE:
The following page has been removed due to
copyright, pp. 110.

This text is included in the print/archival copy of the
thesis held in the University of Adelaide Archives.

1 Charites—in Greek mythology goddesses of charm, beauty. nature, human creativity and fertility.
~ Lel—according to the popular ideas during Pushkin’s time, a Slavic god of spring and procreation. This

claim is currently disputed.

© Copyright by Anton Belov, 2011. www.russianartsong.com. All rights reserved.
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Hounoit 3edup (Night zephyr) - Alexander Pushkin

Hounoii 3edup crpyut adup.
[ na't/noj zie' fiir stru'jit e’ fiir |

[IIymut, beKUT rBaaIKBUBUD.
[ Ju'miit bie'3it gvo'dalkiviiviir ]

Bor B3o11a nyHa 3naras,
[ vot vza'[ia lu'na zLo 'tajo |

Tumre... qy... rUTapsbI 3BOH. ..
[ 'tife tfu gi tart zvon |

Bor ucnanka mononas
[ vot is'panko mora 'dajs |

Omnepracs Ha OaJIKOH.

[ opie ' rLasis na bar kon |
Hounoti 3edup cTpyut a3¢dup...
CKUHb MaHTHJIIBIO, QHT'CJI MUJIBIH,
[ s’kiini ma ' nitiiliju "angier miiLyj |

U sBUCH Kak SIpKUid 1eHB!
[ 1jo'viisi kak ‘jarikiij dieni ]

CKBO3b YYT'YHHBIC TTEPHIIBI
[ skvosi tfu'gun:ije pie ' riiLt |

Hoxxky nuBHYO MpoJcHB!
[ 'nofku "divnuju pra'dien ]
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The night zephyr stirs the air.
Rustling, Running over the

Roaring Guadalquivir.

The golden moon rises

Hush!... Listen... a guitar is playing.

A young Spanish maiden appears,

Leaning over her balcony.

The night zephyr stirs the air...

Take off your mantilla, my angel

And appear to me like a sunny day.

Extend your little foot,

Between the railings of the balcony.

IPA and Translation: Branko Lovrinov
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‘Illects Pomancor’ (Six Romances) Op. 73 (1893)

by Pyotr Ilyich Tchaikovsky
I - MbI cuaenn ¢ Todoii

Msi1 cuzaenu ¢ ToOO# y 3aCHYBIIIEH PEKH.

[ mt sii'dielii s ta'boj u zo'snuffej rie ki |

C Tuxoil necHeu NpoIUIbUIN IOMOI pbIOAKH.
[ 'stiixq) ‘plesiniej pra prilii da ' moj riba kil |
ComnHia Jyd 30JI0TOH 3a pEKOi JToropar...

[ "sontso Lud3 zoLa to] za rie 'koj doga 'rar |
U tebe st Torma Hu4ero He ckaszal.

[ 1tle bie ja ta’gda niitfie ' vo nie sko'zar |
3arpemMerno BiaiH, HaJIBUTAJAch Ipo3a.

[ zogirie ' mieLo vdo i1 nadivii' garas! gra'za |
ITo pecHuIlaM TBOMM MOKaTUIIACH ClIE3a.

[ pa rie’siniitsom tva'jim poko tiras! silie za |
U ¢ 6e3yMHBIM pBITaHBEM K TEOE S MPHUTIATL...
[ 1 Zble zumnim ri’ daniem kitie 'bie ja pirii par ]
U Tebe HU4ero, HUYEro He cKazall.

[ 1tie bie niitfie vo, niitfie 'vo nie sko'zar ]

U Tenepsp, B 3TU THU, 5, KaK IPEK]IE, OAMH.

[ i tie'pleri "vetii dinii ja kak "priezidie a'diin ]

V3K He Ky HUYero OT I'PAAYLIUX TOIUH.
[ uf ne 3du niitfle 'vo ad gria dufity ga'diin |

B ceppiie xU3HEHHBIH 3BYK yXK TaBHO OT3BYYall..
[ 'fsleritisie "3iznlennij zvuk uf do'vno adzvu'tfar

AX, 3aueM, s TeOe HMUEro, He ckazan!
[ ax zo'tflem ja tie be niitfle vo nie sko'zar |

LIBRARY NOTE:

The following translated text has been removed due to

copyright, pp. 116-121.

This text is included in the print/archival copy of the

thesis held in the University of Adelaide Archives.

Translation: Richard D. Sylvester™
IPA: Branko Lovrinov

"8 Richard D Sylvester, Tchaikovsky’s Complete Songs, (Bloomington: Indiana University Press, 2002), 272.
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II - Houn

MepkHeT cinalblif CBET CBEYH,

[ ‘mierikiniet ‘sLabij siviet sivie'tfi |
OpOIUT MPAK YHBUIBIHA. .

[ 'brodiit mrak u'nitij ]

Y TOCKA COKUMAET TPYb

[ 1ta’'ska 3 3t majet grut |

C HETIOHSTHOM CUJIOM.

[ si niepa ' niatnaj "siLoj |

Ha nevanbnbie maza

[ na ple'tfalinije grLo'za |

THUXO COH HUCXOJIHT...
[ 'thixo soni_nii sxodiit ]

" C IPOIICAININM B 3TOT MUT
[ 1spra’'fetftm "vetot miik |

peub JTymia 3aBOJIMT.
[ etfi du’ fa zo vodiit ]

Hcromunacs ona

[ ista'miiLasio a'na |
TOPECThIO TIIYOOKOH. ..

[ "goriesitiju gru 'bokoj |
MOSIBUCH )K€, XOTh BO CHE,

[ pajo’ viisi [€ xoti va snie |

0, MOM JpyT najekuid!”
[ 0 moj druk do'lioksj |

Translation: Richard D. Sylvester™
IPA: Branko Lovrinov

" Richard D Sylvester, Tchaikovsky’s Complete Songs, (Bloomington: Indiana University Press, 2002), 273-
274.
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III - B 3Ty JIyHHYIO HOYb

B 5Ty 1yHHYI0 HOUYB, B 3Ty JUBHYIO HOYb,
[ 'vetu 'Lun:uju ‘notfl 'vetu ‘ditvnuju ‘notfi |

B stoT Mur OsarogatHblil CBUAAHDS,
[ 'vetot miik bLoga'datnij svii'danjo ]

O moit apyr! s He B cujax J100BU MPEBO3MOYb,
[ 0 moj druk ja nie "fisiiLox Iu'bivii prieva’ zmot/f7 |

YHCp)KaTB s HC B CUJIaX IPU3HAHbA.

[ udie r3ati ja nie "fisiiLox pirii’ znanis |

B cepebpe dyTh KoJBIIIETCS 03€pa IMajib,

[ fsleriebrie tfuti ka'Lifetisio "oziera ‘grat! |
HaKJ'IOHSICB, 3alICrTaJInuCs UBHI...

[ nokra niasi zofe ptaliisic "ivi |

Ho Geccunbhbl cnoBa! - kak Tebe nepenarb
[ no bie'si:ilint sLa'va kak tie"bie pierie dati |
HctomnénHoro cep/iia nopeiBbI?

[ ista'mlion:ovo 'siertso pa 'rivi |

Houb He X IET, HOUb JIETUT. 3aKaTUIaCh JyHA,
[ notfi nie 3diot notfI Iie'tiit zoko tiiLos! Lu ' na ]

3aaneno B TAMHCTBEHHON JAJIH...
[ zo: ' leLo fto'jistvien:o) "dali ]

Joporas! npocty, - CHOBa >KU3HH BOJIHA
[ dora’gajo pra’stii ‘snove "3iznii va'Lna |

Hawm HecéTr neHp TOCKM U IeYain.
[ nam nie'siot dieni ta'skii 1 pie'tfalii |

Translation: Richard D. Sylvester™
IPA: Branko Lovrinov

8 Richard D Sylvester, Tchaikovsky’s Complete Songs, (Bloomington: Indiana University Press, 2002), 275-
276.
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1V - 3akaruiaoch coHie

3aKaTHIOCh COJHIIE, 3aUTPATTH KPACKH
[ zoko'tiiLasi "sontsie zaji’ gralii "krasikii |

JI€rko#i 1o30JI0TOM B CHHEBE HEbEC. ..
[ 'lioxkoj paza'Lotoj fsienie vie nie'bies |
B obasiHbe HOUM €1aI0CTPACTHOM JTacKu

[ voba'janije 'notfi sLoda’strastno) ‘Laskii |

Tuxo 4TO-TO MWIEMYET 3aIPEMABIINH JIEC. ..
[ 'thixo "[toto "[epitfiet zodrie ' maffij Ves |

W B nymre TpeBOKHOW YMOJKAIOT MYKH,

[ 1 vdu'[e tiie ' voznoj uma tkajut ‘'mukii |

W npimiate Bcel rpyapko B 3Ty HOYB JIETKO. ..
[ 1di' Jati fisie] "grudiju "vetu not/l lie xko ]
Houu nuBHOM TeHU, HOYU TUBHOM 3BYKH

[ ‘notfi "diivnoj 'tienii ‘notfi 'diivnoj ‘zvukii |
Hac ¢ To60# yHOCST, IpyT MOM, aeko.

[ nas sta'boj u'nosiot druk moj dolie 'ko |

Bcst 00BsiTa HEroi 3Tol HOUM CTPACTHOM,
[ fSla a'bjato ‘niegoj ‘etoj ‘notfi ‘strastngj |

Thl KO MHE CKJIOHMJIACH Ha TICYO TJIABOM. . .
[ tt ka mnie skrLa niiLasi na plie 'tfo gro'voj |

51 6e3yMHO CUacTIIMB, O MOM APYT MPEKPACHBIH,
[ ja bie’zumna ‘stfasitlif o moj druk pirie 'krasnij |

beckoHeYHO cYacTIMB B 3Ty HOYb C TOOO¥!
[ bieska nietfna "stfasitiliif "vetu notfi sta'boj |

Translation: Richard D. Sylvester®®
IPA: Branko Lovrinov

81 Richard D Sylvester, Tchaikovsky'’s Complete Songs, (Bloomington: Indiana University Press, 2002), 277.
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V - Cpeab MpayHbIX JHEl, 10 THETOM Oef...

Cpenps MpadHbIX THEH, oa THETOM Oer,
[ stiedi ‘mrat/nix dniej pad ginistom biet |

W3 MBI TYMaHHOM MPOLJIBIX JIET,
[ iz mgLi tu'man:9j 'profiix let |

Kaxk orbneck pagocTHBIX JTy4eH,
[ kak a'dibilesk roda’stix Lu'tfej |

MHe cBEeTHUT B30p TBOUX OYEM.

[ mnie 'sivietiit vzor tva'jix a'tfej |
[Tox oGasiHbEM CBETIIBIX CHOB

[ pad aba’janiem 'sivietrLix snof ]
Mue MHHTCSI: 51 ¢ TOOOIO BHOBB

[ mnie ‘miniitsio ja sta boju vnofl ]
[Ipu cBeTe nHS, B HOUHOUW THUIIN

[ prii ‘sivietie dilia vna'tfnoj tii' 3 ]
Jlemock BOCTOpraMu JyIIIH. ..

[ die'lus! va'storgomii du' [t |

51 BHOBB ¢ TOOOI! MOsI Tevasnb

[ ja vnofi sta'boj ma'ja ple'tfali ]

YMuanack B naCMypHYIO Jallb...
[ u'mtfares’ "fpasmurnuju dal |

U cTpacTHO BHOBB XOUY SI KHTh:
[ 1 'strastns vnof xa'tfu ja 3it |

ToOoli apIare, TeOs JTHOOUTH!
[ ta'boj di' fati tie'bia Iu'biit |

Translation: Richard D. Sylvester®
IPA: Branko Lovrinov

82 Richard D Sylvester, Tchaikovsky’s Complete Songs, (Bloomington: Indiana University Press, 2002), 279.
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VI - CHoBa, kak npe:ie, OAuH

CHoBa, Kak npexe, 01uH

[ "snovo kak "priezidie a'diin ]
CHoBa 0OBAT 51 TOCKOH.

[ 'snovo a'bjat ja ta'skoj |
CMOTpuUTCS TOTIONB B OKHO,

[ "'smotiriitisia "topall v a'kno |
Becp 03apéHHBIN TyHO.

[ 'viesi 9zo'rion:1j Lu ' noj |
CMoTpuUTCS TOTIONB B OKHO,

[ 'smotriitsic "topali v a'kno ]

[lermuyT 0 4€M-TO JTUCTBHI.
[ ‘feptfiut a 'tflomto lii'sti |

B 3B&31ax ropsT Hebeca...
[ 'vziozdoy ga'riat niebie’sa |

I'ne Tenepp, muias, Tb1?

[ gdie 'tiepieri ‘'miiLojo tt |
Bcé€, uto TBOpUTCS CO MHOH,
[ fsio fto tva'riitsio sa mnoj |
A nepenath HE 6pYCh...

[ ja plerie dati nie bie rusi]
Hpyr! noMonuck 3a MeHS,

[ druk poma'liisi za mie nia |

51 3a €05 y’K MOJIOCH.
[ ja za tie'bla uf ma'lusi ]

Translation: Richard D. Sylvester®
IPA: Branko Lovrinov

8 Richard D Sylvester, Tchaikovsky’s Complete Songs, (Bloomington: Indiana University Press, 2002), 281-

282.
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Domovini i1 Ljubavi - Ilija Okrigi¢

Domovino, domovino, raju zi¢a moga,
[ domo ' vino domo'vino ‘raju ‘3itea ‘'moga |

A tidraga, a ti draga, cvijeCe raja toga.
[ atr 'draga a t1 'draga 'tsvjetee ‘raja 'toga ]

U tom raju, u tom raju, sve su moje slasti,
[ utom ‘raju u tom ‘raju sve su ‘'moje ‘slastr |

Ljubayv, sreca, ljubav, sreca, ponos 1 sve Casti!
[ 'Aubav 'sretea "'Aubav 'sretea ‘ponos 1 sve ‘ffastr |
Domovino, slatko milovanje,

[ domo ' vino ‘slatko milo’vane |

A tidraga, srca uzdisanje!
[ atr 'draga ‘sartsa uzdr'sane ]

Za vas, za vas, za vas samo krvca vrije,
[ za vas za vas za vas ‘samo 'karvtsa ‘vrije |

Za vas, za vas srce do svog konca bije!
[ za vas za vas 'sartse do svok 'kontsa ‘bije |
Domovino, domovino, evo uvijek zrije,

[ domo'vino domo ' vino "evo "uvjek ‘zrije |

Dusa moja, dusa moja, jasne zvijezde dvije.
[ 'dufa ‘'moja 'dufa ‘'moja 'jasne 'zvjezde 'dvije ]

Jedna tvoja, jedna tvoja, druga drage to je,
[ 'jedna 'tvoja ‘jedna "tvoja ‘druga ‘drage to je ]

Jer na svijetu, jer na svijetu, sve ste vas mi dvoje!
[ jer na 'svjetu jer na ‘svjetu sve ste vas m1 ‘dvoje ]

Domovino, slatko milovanje...
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Homeland, homeland,
paradise of my life,

And you, my beloved, flower
of that paradise.

In that paradise, all my
delights reside:

Love, happiness, pride and
all honours.

Homeland, sweet caress,
And you, my beloved,
longing of my heart.

For you both, for you only
my blood burns,

For you both only my heart
beats til its very end!
Homeland, homeland, always

maturing,

My soul, shining like two
bright stars.

One is for you, my country,
the other for my dear.

In this world, the two of you
are everything to me.

IPA and Translation: Branko Lovrinov



Vir - August Senoa

Jezero se gorsko ziba,
[ 'jezero se 'gorsko 'ziba ]

Tajni u njem drijema vir,
[ 'tajn u pem 'drjema vir |

Staklenoga povrh gliba
[ ‘staklenoga povarx ‘gliba |

Svud je mir.
[ svud je mir ]

Casom tek kroz puste lijese
[ 'ffasom tek kroz ‘puste "Aese |

kukavicu mozes cut,
[ 'kukavitsu ‘mozef fut ]

Casom na val jablan strese
[ 'fasom na val ‘jablan 'strese ]

listak Zut.
[ "histak 3ut |
Nakraj vode stala kuca

[ ‘nakraj 'vode 'stala ‘kutea ]

u toj kuci draga dva,
[ utoj 'kuter 'draga dva |

Ljubav srca bje im vruca sreca sva.
[ 'Aubav 'sArtsa bje 1m 'vrutea ‘sretea sva |

I po no¢i i po danu
[ 1po 'noter 1 po "'danu |

orio se milka pijev;
[ "oro se ‘milka pjev ]

Cu ih vila; ljuto planu vilin gnjev.
[ fu 1h "vila "Auto ‘planu "vilin ‘gnev |

The lake upon the mountain,

where a whirlpool is hiding,

It is so clear and quiet,

and very peaceful.

Only for a moment you can hear

the owl through the trees,

At a fleeting moment, a tree

shakes off

a single yellow leaf.

At the edge of the water there
lies a house,

in that house were two lovers,
Love-filled hearts keep it warm
and fill it with fortune.

And by night and day

the dear one is singing;

Then... the fairy heard them; her
envy was ignited.
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Pa kad jednom s kasna puta
[ pa kad ‘jednom ‘skasna ‘puta ]

ribar sjeko veslom val,
[ ‘ribar "sjeko 'veslom val |

Zavri voda, ¢un proguta vilin jal.
[ "zavrr 'voda ffun pro’'guta 'vilin jal ]

Na vidiku sre¢e hude
[ na vi'diku ‘sretee ‘xude |

ciknu draga u sav glas,
[ 'tsiknu 'draga u sav glas |

Kukavicom sinjom bude isti Cas.
[ 'kukavitsom ‘siom "bude '1str fas |
Kuka grani sa vrhunca:

[ 'kuka "grani sa var xuntsa |

“kuku jadna, jadna ja!
[ 'kuku ‘jadna 'jadna ja |
Bog ti ne do gledat sunca, vilo zla!"

[ bok t1 ne do "gledat "suntsa ‘vilo zla |

Jezero se gorsko ziba,
[ ‘jezero se "gorsko 'ziba ]

nesta vile, Suti vir; -
[ ‘nesta ‘vile "futr vir ]

Staklenoga povrh gliba vje¢ni mir.
[ 'staklenoga ‘povarx 'gliba 'vjetnr mir ]

On the water late at night,

A fisherman rowed by.

The stirring water swallowed the
fairies anger.

On the horizon arrived the lady

sang with full voice,

The Owl and the woman sang at
that same moment.

The Owl sung from up high:
"Poor Owl, poor me!

May god not grant you to see the
Sun, you evil Fairy!”

The lake upon the mountain,

the whirlpool hushed, the fairy
left;

And as before, it was a place of
eternal peace.

IPA and Translation: Branko Lovrinov
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Lastavicam - Ivan Zahar

Male ptice lakih krila
[ 'male 'ptitse 'lakix "krila ]

Dizite se viu zrak,
[ "drzite se viu zrak |

Ve¢ vas zove zemlja mila,
[ vete vas 'zove 'zemAa ‘mila

Zove vruceg sunca trak.
[ 'zove 'vruffek suntsa trak ]
Sto 1i ¢eka sred livada,

[ Jtolr ‘feka "sred Ir'vada ]

I sred silnih voda vas?
[ 1 sret “silnix ‘voda vas |

Malo lasti, puno jada,
[ ‘'malo 'lastr ‘puno ‘jada ]

Al’ vas majCin zove glas.

[ al vas ‘'majfin "zove glas |
Zove, vuce silnom moci

[ 'zove 'vuffe "silnom ‘motf1 ]

Juznog sunca vruci sjaj.

[ ‘juznok ‘suntsa ‘vruff1 ‘sjaj |
O u dom ¢u 1ja do¢i,
[oudomteurja doffi |

pozdrav’ te mi rodni kraj.
[ 'pozdrav te m1 ‘rodnr kraj ]
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Little birds with light wings

go up in the air!

Calling to the dear land,

Calling to the warm sunbeam.

What awaits you across the
meadows

And beyond the hazardous
waters?

Little delight, lots of sorrow,

But your mother's voice is calling
you.

Calling, luring, with great energy,

The southern Sun's warm glow.

And to home, I shall also come,

Give my regards to my homeland.

IPA and Translation: Branko Lovrinov



Moja Lada — Petar Preradovi¢

Plovi, plovi, moja ladjo,
[ ‘plov ‘plovi ‘'moja 'ladzo |

U koj' godjer kraj;
[ u koj "godjer kraj |

Ja ti cilja joS ne nadjoh,
[ ja t1 'ts14a jof ne 'nadzox ]

Sama cilj si daj!
[ 'sama 614 s1 daj |
Kad te amo ve¢ zanesla

[ kad te "amo vete za nesla |

Tvoje sudbe mo¢,
[ "tvoje "sudbe mote |

Razpni jadra, pruzi vesla,
[ ‘raspnr ‘jadra ‘pruzr ‘vesla ]

Plovi dan 1 no¢!

[ ‘plovi dan 1 note |

U vjetra se uzdaj volju,

[ u 'vjetra se ‘'uzdaj ‘volju ]

I valova bieg,
[ 1va'lova bjek ]

U buduc¢nost gledaj bolju,
[ u bu'dutenost "gledaj "boljo |

K nebu digni stieg!
[ 'knebu "dignr stjek ]

Sail, sail, my boat,

Where ever the winds takes you;

I still cannot find the direction

For you to go!

When carried away

By the winds of destiny,

Spread your sails, use your ores,

To sail day and night!

Believe in the gift of the wind

And power of the waves,

And be positive about tomorrow,

And raise the flag!

IPA and Translation: Branko Lovrinov



Sjecaj se mene - Viadimir Nikoli¢

Mlado zora kad zaplavi
[ ‘'mlado "zora kad za'plavr ]

Mrka no¢ kad se krene
[ 'marka note kat se 'krene |

Kad je slavuj pjesmom javi,
[ kad je ‘slavuj ‘pjesmom ‘javi |

Tad se, duso, sjeti mene.
[ tat se "dufo 'sjetr ‘'mene ]
Jutrom zora kad zablista,

[ ‘jutrom 'zora kad za'blista ]

Sunce zlatom kad se odjene,
[ 'suntse 'zlatom kat se 0'djene |

Tada, duso, nek se Cista
[ 'tada 'dufo nek se 'ffista ]

tvoja ljubav sjeti mene.
[ 'tvoja 'Aubav 'sjetr ‘'mene ]
A kad opet no¢ se spusti,

[ a kad "opet note se "spustr |

Kad je sjene jave njene,
[ kad je 'sjene ‘jave nene ]

Tad molitvu, duso izusti,
[ tad ‘'molitvu "dufo 1'zustr |

Pa se uz nju sjeti mene.
[ pa se uz pu ‘sjetr ‘'mene ]

Young dawn, when your colour
changes to blue,
When nights darkness has departed,

When the nightingale sings its song,

Then, my dear, remember me.

In the morning when it shines,

The Sun above is clad in gold,

Then, darling, may it be clear

That your love will remember me.

And when night falls again,
When the shadows of night return,
Then pray, my dear, with utterance

of your soul,

And then, remembers me.

IPA and Translation: Branko Lovrinov
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No¢ je tiha - Josip Eugen Tomié

No¢ je tiha, nebo zvijezde siju,
[ note je 'tixa 'nebo 'zvjezde ‘siju |

A ja na te mislim u samoc¢i,
[ ajanate ‘'mislim u sa moter |

Cujem kako kasne ure biju,
[ 'fujem 'kako 'kasne "ure 'biju |

Te mi nece san na trudne oci;
[ te m1 ‘netee san na ‘trudne ‘oter |

Ne mi srca neda mi do sanka,
[ ne mr "sartsa ‘neda m1 do ‘sapka ]

I ne pusti odpoc¢inut trudnog,*
[ 1 ne "pustr otpo ffinut "trudnok ]

SnuZzduje me za bijela danka,
[ 'snuzduje me za br:jela ‘danpka |

A 1u no¢ svijest mi drzi, drzi budnog.**
[ a 1u note svjest mr "dar3r ‘dar3r "budnok ]
A 1tko ¢e na san sklopit o¢i,

[ a1tko tee na san ‘sklopit "offi |

Kad se sanjih suza tok obara,
[ kad se "sapix ‘suze tok o'bara ]

Tko ¢e mirno da prosniva no¢i,
[ tko tee 'mirno da pro’snrva noter |

Kada grudi srca va paj para?
[ 'kada "grudr "sartsa va paj ‘para |

Tko ¢e mirno za prosniva no¢i?
[ tko tee ‘'mirno za pro'sniva ‘noter |

A ja na te mislim u samoc¢i!
[ ajanate ‘'mislim u sa moter |

* ‘budnog’ for male gender. Change to ‘budnu’ for female gender.

** ‘trudnog’ for male gender. Change to ‘trudnu’ for female gender.

Night is still, the heavens are full
of stars,

And I think of you when I am
alone.

Looking how the clock chimes at
this late hour

And we will not force sleep on our
eyes,

My restless heart will not let me
dream away,
And not let go into deep sleep.

Tired even in the brightness of day

And in the night I am held to stay
awake.

Who can close their eyes,

When they are teary?

How can you sleep this dreamy

night,

When your heart is broken?

Who will calm the dreamy night?

And I think of you when I am
alone.

IPA and Translation: Branko Lovrinov
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Vukoslav’s aria ‘Osvetjen bit ¢u’ from the opera ‘Ljubav 1 Zloba’ 1846
by Vatroslav Lisinski (revised text by Tito Strozzi - 1948)

Osvecen bit ¢u! Nema sumnje vise.
[ o'sveteen bit teu ‘'nema sumne vife |

Velimir se nagovorit dade,
[ 'velimir se 'nagovorit ‘dade ]

da je Obren izdajnik 1 hulja!
[ da je ‘obren 1z'dajnik 1 ‘xula ]

Prisilit kéer ¢e da mu dade jasan znak
[ prrsilit kteer tee da mu ‘dade ‘jasan znak ]

da ga se odriCe, 1to za v’je ke sve!
[ da ga se od 'r1ffe 1 to za vje ke sve |

I jo§ da znade za izdajstvo njegvo,
[ 1jof da "znade za 1z’ dajstvo ‘negvo |

Koje na njeg svalih ja i da ga prezire!

[ 'koje na neg 'svalix ja1da ga "prezire |
Tako stjerat njeg ¢u iz njegvog raja,

[ ‘tako 'stjerat neg teu 1z negvog ‘raja |

Znam da ta v’jest ¢e ga ranit jace.
[ znam da ta vjest tee ga ‘ranit ‘jaffe |

Nek da mu u grud zabodem sve mace.
[ nek da mu u grud za'bodem sve ‘maffe |

Osjetit ¢e tako ljuto on osvetu moju!

[ o'sjetrt tee "tako "Auto on o'svetu ‘moju |
No to joSte nije osveta moja sva:

[ no to 'jofte 'nije o'sveta ‘moja sva |

Mojom robinjom mora postat Ljubica,
[ ‘'mojom ‘robipom ‘mora ‘postat ‘Aubitsa |

Zapalit ¢u oca njenog dvore!
[ za'palit teu ‘otsa ‘nenog "dvore |

Mletacke ve¢ Cete gradu se blize,
[ ‘mletat[ke vete "ffete "gradu se 'blize |
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I will be avenged! Without a doubt.

Velimir can be persuaded to believe

That Obren is a traitor and scoundrel!

And to force his daughter to give him a

clear sign

Telling him she is his forever!

And for him to know this betrayal,

being known by him, only hated ensues!

How will I will strike him out of his
paradise;

I know that that news will hurt him more.

Let my sword stab him in his chest.

He will feel my anger through my

vengeance!

But that would not be enough:

Ljubica must become my slave,

I'll set her father’s palace on fire!

Venetian troops will advance closer to the
city,



U luku ve¢ su stigle duzdeve ladje, In the port, they arrive with their boats,
[ u 'luku vete su 'stigle 'duzdeve 'ladze |

Svi u ropstvo sad ¢e pasti nase All will hold them captive as they fall to
[ sviu ‘ropstvo sad tee 'pastt ‘nafe ] our feet.
I tek tad bit ¢u smiren ja, And only then will I calm

[ 1tek tad teu 'smiren ja |

1 moja krvna osveta. my bloody revenge.
[1 ‘'moja 'korvna o'sveta |

I tek tad ¢u se smirit ja, da! I moja osveta! And only then I’ll be calm, yes! And my
[ 1tek tad teu se "'smurtt ja da1 ‘'moja ‘osveta]  revenge!

IPA and Translation: Branko Lovrinov
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Vukoslav’s aria ‘Bit ¢u osvecen’ from the opera ‘Ljubav 1 Zloba’ 1846
by Vatroslav Lisinski (Original text by D. Demeter - 1846)

Bit ¢u osvetjen! Ja ne dvojim vise.
[ bt teu o'sveteen ja ne "'dvojim 'vife |

Velimir se nagovorit dade
[ 'velimir se nago'vorit ‘dade |

Kc¢er prisilit da obrenu pise
[ kteer pr1'stilit da o'brenu "pife |

Da se odrece navék svake nade!
[ da se o'dretee ‘navjek ‘svake nade ]

Da je jurve drugom sarce dala
[ daje ‘jurve 'drugo 'sartse 'dala |

A $to njemu kaza bi tek Sala.

[ afto nemu 'kaza br tek "fala |
Tako ¢uga bacit, s negvog neba

[ 'tako ‘teuga ‘batsit ‘'snegvog neba ]

Ta poruga ranit ¢e ga jace
[ ta po'ruga ‘ranit tee ga ‘jaffe |

Neg da mu ugrud ubodem sve mace
[ neg da mu u'grud u'bodem sve ‘matfe |

Tako, Tako, osvétit se tréba.

[ 'tako "tako o'svjetit se 'treba ]
Nuto joSte nije sva osvjeta

[ 'nuto ‘jofte ‘nije sva o'svjeta |

Mom robimom ima postak kleta.
[ mom ‘robrmom ‘1ma ‘postak ‘kleta ]

Pogorjet ¢u nénog otca dvore
[ po'gorjet teu nenog ‘otsa ‘dvore |

Proliti ¢u mnogo kaplju karvi
[ ‘prolit teu ‘'mnogo ‘kapAu ‘karvr ]

I kad bude dole, sto je gore,
[ 1 kad 'bude "dole [to je "gore ]

I will be Avenged! I am not beside myself.

Velimir can be persuaded.

His daughter compelled to write to Obren,

That he eliminates any hope!

That she has given a heart to someone else,

And what she said to him must be pure folly.

I will cast him, from his heaven

This provocation will inflict a deeper pain,

Let my sword stab him in his chest.

Exactly, just like that, much needed vengeance.

But that would not be enough to be fully
avenged

Like a curse, they will carry it with them,
I will burn her father's Palace

And I will spill the blood of others.

And then, when what is down is then up,
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I sve oganj i oruz je smarvi, And when all flames and all armour are crushed,
[ 1sve o'gan 10'ru3 je 'SmArvi |

Ta da ¢u se umirit ja! Then I will have peace!
[ ta da teu se u'mirtt ja |

Translation: Goran Lovrinov and Branko Lovrinov
[PA: Branko Lovrinov
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Finn’s ballad ‘Umchalas goda polavina’ from the opera ‘Ruslan i Lyudmila’ by
Mikhail Glinka

This is a scanned copy of pages 24 to 29 from
Libretti of Russian Operas Vol. 1 by Anton Belov®

LIBRARY NOTE:
The following pages have been removed due to
copyright, pp. 134-142.

This text is included in the print/archival copy of the
thesis held in the University of Adelaide Archives.

8 Anton Belov, Libretti of Russian Operas: Volume 1, (New York: Leyerle Publications, 2004), 24-29.
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Lensky’s arioso ‘Ya lublu vas’ from the opera ‘Eugene Onegin’ by Pyotr Ilych
Tchaikovsky

This is a scanned copy of pages 237 - 239 from
Libretti of Russian Operas Vol. 1 by Anton Belov.®®

8 Anton Belov, Libretti of Russian Operas: Volume 1, (New York: Leyerle Publications, 2004), 237-239.
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" In Russian there is a clear distinction between the formal (Bei) and the informal (Te1) ways of address. It is similar
to French tu and vous, or Italian tu and /ei (archaic voi) . In the beginning of his aria, Lensky addresses Olga
formally as et but in the more passionate second section, he proceeds to address her familiarly as Tei. This switch
from formal to informal is rather striking. It creates a sudden effect of intensified intimacy. Incidentally, similar
transformation occurs in Tatiana’s letter scene and in the final duet of the opera between Onegin and Tatiana. The

opposite example is the Eugene’s first act aria. In it, Eugene addresses Tatiana only formally thus creating a feeling
of controlled detachment.
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Adel’s aria ‘U TurCina dulvodica’ from the opera ‘Adel i Mara’ by Josip Hatze

Recit.

Boze, zasto ne ustavi zemlju,
[ 'boze 'zafto ne u'stavi ‘zemAu |

Da se taj rajski pogled ne pokvari
[ da se taj 'rajskr ‘pogled ne po'kvarr ]

Oh ¢im da ju zanesem!
[ o0 im da ju za nesem |

Pjesmo moja pomozi!
[ ‘pjesmo ‘'moja po ' mozi |
Aria

U Turcina dulvodica slatko miriSe;
[ u 'turtfina "dzulvoditsa ‘slatko mr'rife |

Al je ljepsa djevojcica, ljepsa od ruze;
[ al je "Aepfa "djevojtfitsa "Aepfa od 'ruze |

A ja Turcin ginem za djevojkom,
[ aja 'turfin ‘gmem za dje vojkom ]

Za djevojkom, krotkom golubicom!
[ za dje'vojkom "krotkom golu'bitsom |

U Turcina med je sladak, sladak presladak;
[ u 'turfina med je ‘sladak ‘sladak pre’sladak |

Ali usta djevojcice slada od meda;
[ ali ‘usta "djevojffitse ‘sladza od ‘'meda ]
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Recit.

Lord, why have you delivered me to
this land,

To see this beautiful place in spoils.

Oh, how have I pursued her!

Oh, my song, help me!

Aria

In a Turkish garden sweet aromas stir’

Yet the scent of a maiden is sweeter

than roses;

I, a Turk, am seeking for a maiden,

A maiden, a shy sweetheart!

In Turkey, honey is sweeter than

sweet;

Yet the mouth of a maiden is sweeter
than honey;

IPA and Translation: Branko Lovrinov



Adel’s Romance ‘Da me hoce draga’ from the opera ‘Adel 1 Mara’ by Josip

Hatze

Da me hoce draga zdravo docekati,
[ da me "hoffe 'draga 'zdravo do'ffekatr |

Zdravo docekati, milo pozdraviti:
[ 'zdravo do'ffekatr ‘'milo po'zdravrtr |

Sto mi nosis, zlato, sa tog Klisa moga?
[ Jto t1 ‘nosif 'zlato sa tog 'klisa ‘'moga ]

Ja ti nosim, duso, rumenu jabuku,
[ ja t1 ‘'nostm "dufo ru 'menu "jabuku ]

I nosim ti, duso, dulsije vodice
[ 1 'nostm t1 "dufo "dzulsije ‘voditse |

I nosim ti, duSo moja, srce obranjeno.
[ 1 'nostm t1 "dufo ‘moja ‘sortse o' braneno |

Pram’ jabuci duso, da mi se rumenis,
[ pram ja'butst ‘dufo da mi1 se ru menif |

Da uzdiSes, duSo, mirisom ruzice.
[ da u'zdife "dufo mr1'risom ru'3itse |

Da uzdiSes, duso, da mi se rumenis,
[ dau'zdifef "dufo da m1 se ru ' meni| ]

A da vidas, duso, srce obranjeno.
[ ada 'vidaJ "dufo "sortse o' braneno |

If only my darling could soundly welcome
me,

To soundly welcome me, and kindly greet me:
My treasure, what will you bring from Klis?

I am bringing you, my dear, a rosy apple,

And I am bringing you perfumed rose-water,
And I bring to you, my dear, my longing
heart.

Receive the red apple, my dear,

So that you sigh, my dear, for a longing heart.

That you sigh, my dear, the scent of roses.

And to see, my dear, a longing heart.

IPA and Translation: Branko Lovrinov



Romance of the Young Gypsy from the opera ‘Aleko’ by Sergei Rachmaninoff

This is a scanned copy of page 413 from
‘Libretti of Russian Operas Vol. 1’ by Anton Belov.®

LIBRARY NOTE:
The following page has been removed due to copyright,
pp. 145.

This text is included in the print/archival copy of the
thesis held in the University of Adelaide Archives.

8 Anton Belov, Libretti of Russian Operas: Volume ,1 (New York: Leyerle Publications, 2004), 413.
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Adel’s aria ‘Oj, Splite grade’ from the opera ‘Adel 1 Mara’ by Josip Hatze

Recit.

Siromah Frane, a i Melka jadna,
[ 'siromax 'frane a1 ‘'melka ‘jadna ]

O, ija jadan! Ljubav §to ¢ini§?
[ o1ja ‘jadan 'Aubavr fto 'tfinif ]

Divnog li jutra!
[ 'drvnog It ‘jutra |

Tolika ljepota a toliko jada!
[ "tolika Ae'pota a toliko jada |
Aria

Oj, Splite grade tesko uzdisanje,
[ oj ‘splite "grade 'tefko uz disane |

ko te je spleo, divno te je spleo
[ ko te je "spleo "drvno te je “spleo |

predrago mjesto Sto te ukrasuje
[ pre'drago ‘mjesto [to te u'krasuje |

Carobni Marjan, zvonik svetomu Duje...
[ ‘farobni ‘'marjan 'zvonik ‘svetomu 'duje ]

...blistavo more, i po njemu lade
[ 'blistavo ‘more 1 po ‘nemu 'ladze |

radosno sunce, no¢i nigdje slade
[ ‘radosno ‘suntse ‘noter ‘nigdje ‘sladze |

Ljubjeni prozor §to ga draga kiti
[ Aubjent ‘prozor Jto ga ‘draga "kitr |

O, da mi je tamo vjecno bit.
[ 0 da mr je ‘tamo "vjetino bit ]

Recit.

Poor Frane, and Melka is miserable too,
And I am miserable. Love, what have you
done?

This wonderful morning!

So much beauty, yet so much pain.

Aria

Oh, town of Split, breath deeply with
hardship,

How you are entwined, wonderfully
entwined,

A very dear place which is beautiful,
Enchanted Marjan hill, and the bells of Saint
Dominus...

...shimmering sea, with boats afloat on it,
Joyful sunlight, tender nights like nowhere
else.

Loves window opens like a tender flower,

Oh, if I could be there forever.

IPA and Translation: Branko Lovrinov
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Recital 3

Page
Vladimir’s aria ‘Medlenno den' ugasal / Akh! Gde Ty’ (Slowly the day was 148
fading / Ah, where are you) from the opera ‘Prince Igor’ (1890) by Alexander
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Miloj’s anthem ‘Zemlja sva tih je raj’ (The whole country is a paradise) from the 151
opera ‘Mislav’ (1870) by Ivan Zajc
Sobinin’s aria ‘Bratzy, v mitel’ (Brothers, to the snowstorm) from the opera ‘A 155
life of a Tsar’ (1838) by Mikhali Glinka
Finale “U Boj, U Boj’ (To arms, to arms) from the opera 'Nikola Subi¢ Zrinjski' 158
(1876) by Ivan Zajc
Porin’s aria ‘Zorko moja’ (My Zorka) from the opera ‘Porin’ (1851) by Vatroslav | 160
Lisinski
Lensky’s aria ‘Kuda vy udalilis’ (Where have you gone...) from the opera 161
‘Eugine Onegin’ (1881) by Pyotr Ilyich Tchaikovsky
Mica’s aria ‘Vidjele ste sidjoh od ozgora’ (See how I appeared from up above) 164

from the opera ‘Ero s onoga Svijeta’ (1933) by Jakov Gotovac
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Vladimir’s aria ‘Mennenno aens yracan / Ax! I'ne b1, rie?’ from the opera
Prince Igor by Alexander Borodin

Recit

MeyeHHo aeHb yracad,
[ 'miedi lie n:o "dieni u go "sar ]

LIBRARY NOTE:
CouHrie 3a J1€COM CaUIOCH, The following translated text has been removed due to
[ 'son tse za Ve som so "dii Los! | copyright, pp. 148-150
30pH Be4epHHUS MEPKIIH,
[ 'zo rii vie "tfler nii jo ‘mierk i ] This text is included in the print/archival copy of the

thesis held in the University of Adelaide Archives.
Hour HagBUranace Ha 3eMIIIo,

[ ‘notfi no divii "ga Losi na ‘Ziem lu |

TeHnu HOUHBISA YEPHBIM MTOKPOBOM
[ 'tie nii natf ni jo "tfior nim pak 1o vom |

CTCIIb 3aCTUJIAJIN.
[ 'sitiepi zo sitii 'La i ]

Tennas 10)xHas HOYb,
[ 'tlop Lo jo ‘juz no jo ‘notfl |

I'pe3sl MmoOBYU HaBeBas,
[ "grio zt liub "vii no vie 'va jo ]

PasnuBast Hery B KpoBH,
[ roz I "va jo 'nie guf kra "vii |

30BeT K CBUAHBIO.
[ za "viot ksvii "da nju ]

XKnews m THI MeHH,
[ '3diofi Iii "t mie 'nia ]

MoOsI Muasn?
[ ma ‘ja ‘'milo jo ]

XKnews mu? Yyro cepauem,
[ '3diofi Ii "tfu ju 'sler tsem ]

Yro IemIb Thl MEHSI.
[ Jto 3diofi ti mie "'nia ]
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Aria

Ax! I'ne ToI, rIE?
[ ax gidie ti gidie |

OT30BHCH HA 30B JIIOOBU.
[ ad za "viisi na zof liub "vii ]

Ax! Ckopo J1b, CKOPO JH 51
[ ax "sko roli 'sko ro lii ja ]

VBuxky 1e6s? Tl npun!
[ u 'vii 3u tie "bia ti pirii "dii |

Cxopeii, ckopeit Ha 30B JIIOOBU OT30BUCH.
[ ska 'tiej ska 'tiej na zof Bubi 'vii ad za "viis! ]

Bcnomuu, g B Tocke, ['pyab roput.
[ "fspo mnii jaf ta "skie gruti ga 'rit |

S xny, ctpacTHO *Aay 5 TeOs, JIroOBU TBOEH.
[ ja 3du ‘stra stno 3du ja tie ‘bia lub "vii tva jej |

Boinple xu3Hu g o000 Teds!
[ 'boli sie "3iz nii ja lub "liu tie "bia ]

YTo X THI MEIUTUIIb, APYT MOM?
[ Jto Jtt ‘miedi Vifi druk moj ]

Bcranb, mpuam ko MHE.
[ fstani pirii "dii ka mnie ]

He 6otics, Bce m1aBHO 3aCHYIH.
[ nie 'boj sio fisie diov 'no zas 'nu 1ii |

Kpyrom Bce kpernko crur,
[ kru "gom fisio "krep ko spiit |

Bce MupHoO, THXO CIUT.
[ fisio "miir no "tii xa sipiit ]

Ax! I'ne T8I, THE?
[ ax gidie ti gidie ]

OT30BHCH Ha 30B JIFOOBH.
[ ad za "viisi na zof liubi "vii ]

Ax! Jloxaych 11, T0KIyCh 5
[ ax daz 'dus! lii daz 'dusi ja ]
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Jlacku HexxHo# TBoei? Trl mpuau!
[ 'Las! kit ‘nie3 noj tva 'jej ti piri "dii ]

Cxopeil Ha 30B JIFOOBU OT30BUCH.
[ ska 'tiej na zof lub 'vii ad za 'viisi |
[Ipuayu nox KpOBOM TEMHOW HOYH,

[ prii "dii pat 'kro vom "tiom noj 'no tfii |

Korma u 1ec, 1 BOABI CITAT.
[ kag 'dai 'bes 1 vo di sipiat ]

Korpa numme 3Be31b1, HEOA OUH,
[ kag 'da lifi "zivio zdi ‘nie ba "o tfi ]

Onnau Ha Hac ¢ TOOOM TIISIIAT.
[ adi nii na nas - sta boj gilia diat ]

Kpyrom Bce MUpHO, THXO CITHT.
[ kru ‘gom fisio ‘'miir no "tii xo sipiit |

Kpenko cout. [1puau!
[ 'kiriep ko sipiit pirii "dii |

Translation: Philip Taylor ¥
IPA: Branko Lovrinov

87 Various Artists, Russian Opera Arias, Vol 2., Trans. Philip Taylor (Naxos: 2002), 18-19.
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Miloj’s anthem - ‘Zemlja sva’ from the Opera Mislav by Ivan pl. Zajc

Miloj
Zemlja sva tih je raj
[ 'zem Ka sva tix je raj ]

Buji s tarn pijev se s klada
[ 'bu j1 starn pjev se ‘skla da ]

Svigjdje mar, milje sjaj,
[ 'svig dje mar ‘mi A« sjaj ]

Knez ko blag, otac, vlada!
[ knez ko blag "o tats 'vla da |

Svim je u kraju tom
[ svim je u 'kra ju tom ]

Krasan blazen dom!
[ 'kra san 'bla 3en dom |

Vilo krasna scara tug,
[ 'vilo 'kras na 'stfara tuk ]

Ka zasjan tupi duh, pade vrh mrak
[ ka za "sjan "tu p1 dux ‘pa de varx mrak |

Rijednim sam te Salje Bog
[ 'rjed nim sam te "[a Ae bok ]

U nas jad neka tvoj, tvoj mio strah.
[ unafjad 'ne ka tvoj tvoj ‘mr jo strax |

Al ¢uj te krivnju
[ al fuj te 'krrv pu |

S koje teZ ka sudje nas kob
[ 'sko je "tef ka "sud je nas kop ]

U boj, knez zvase da sina smrt osvijeti,
[ uboj knez ‘zva [e da 's1na smart o 'svje t1 |

Na vraga podije nas od sav karv lije!
[ na 'vra ga 'pod je nas od sav karv 'Ii: je ]

Zbor
karv lije!
[ karv 'l je |
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Miloj
This land is a paradise,

Slowly developing into a harmony,

Peace everywhere, for miles
around,

The Duke rules like a gentle father,

The whole of that land,

Fair and blessed home!

The fair maiden mesmerised the
SOITOW,

Just like a stubborn soul falls in the
shadows.

Holy God is delivering for our pain,

Which has turned into our fear.

But listen of the guilt

Which is been thrown upon us.

To arms, the Duke will avenge his
son’s death,

The people fight the Devil and shed
their blood.

Chorus
...their blood!



Miloj
Oj, bijes krut nas g nase
[ 9j bjes krut nas "gna [e |

sve obre htjasmo strijeti
[ sve 'ob re'x tjas mo 'strje tr |

Bezmiljen svuda mori dav se nisti!
[ bez ‘'mi Aen ‘svu da ‘'mo r1 dav se ‘nif t1 ]

Zbor
Vrag pisti
[ vrak "pift1]

Miloj
Spremni smo svi biju¢ se mrijet!
[ 'sprem n1 smo svi1 br: jute s mrjet |

Zbor
Za nas dom!
[ za naJ dom |

Miloj
Dusmanin ¢im nakrupi klet!
[ 'duf ma nin gim na 'kru p1 klet ]

Zbor
Za nas dom!
[ za naJ dom ]

Miloj
Zavneli knez ne mreno zan;j!
[ za 'vne It knez ne ‘mre no zanj |

Zbor
Ve¢ za dom!
[ vete za dom |

Miloj
S krivili sam navalmo manj!
[ "skr1 vi It sam na ‘val mo man |

Zbor
Za na$ dom!
[ za naf dom ]

Miloj
Dom nam je svijet!
[ dom nam je svjet |
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Miloj
Oh, the sheer anger has overtaken
us,

And we have no mercy until all is
destroyed.

Chorus
To hell.

Miloj
We are prepared to fight and die

Chorus
For our home!

Miloj
From those who takes a share of
our stock

Chorus

From our home!

Miloj

The greedy Duke takes for himself!
Chorus

From his home

Miloj
Taking from what is ours

Chorus
(for our home)

Miloj
Our home is sacred!



Zbor
Da!
[da]

Miloj
Zanj svaki mrijet!
[ zan "sva k1 mrjet ]

Zbor
(Zna!)
[ zna ]

Miloj
Za dom boj li bjasmo? Ne! Knezu onda mrijesmo
[ za dom boj It 'bjas mo ne 'kne zu ‘onda ‘mrjes mo |

Za sina tisu¢ s ginu nas za jednog?
[ za 's1na 'tr sute 'zgr nu nas za ‘jed nok |

Zbor
Nevrijednog
[ ne "vrjed nok ]

Miloj
Tad gnijev s gasnumasmo navukli jadni nismo
[ tad gnev zgas nu ‘'mas mo na ‘vuk It ‘jad n1 ‘nis mo |

Za narod znali njegov spas umrijeti.
[ za 'narod 'zna 1 ‘ne gov spas u'mrje tr |

Zbor
Za sveti!
[ za 'sve t1 ]

Spjehota
Za bijesnilo do bog nas kasni,
[ za 'bjes n1 o do bog nas 'kas nr |

Dragos
za boj onaj kruti iz prazni,
[ za boj "0 naj 'kru ti1s ‘praz nr ]

Miloj
Sve jadi nas stigoSe s gar!
[ sve 'ja dinas 'st1 go fe zgar ]

Zbor
(Za slusilismo strasni taj kar)
[ za 'slu f1 Its mo 'straf n1 taj kar ]
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Chorus
(Yes!)

Miloj
For that, everyone will know how
to die!

Chorus
(We know!)

Miloj
Should a thousand of us die

For the avenging of the Dukes son?
No!

Chorus
He is unworthy

Miloj
Then our fury has overwhelmed us,
our naive nature.

Did not know the value of death to
save the people.

Chorus
So holy!

Spjehota
It all suddenly flared up,

Dragos
It lashed out at a moment,

Miloj
And now the suffering has come
upon us.

Chorus
(And we deserved it.)



Miloj
Ah! Rajska djevo ti nas spas
[ ax 'raj ska 'dje vo t1 nas spas |

Jasni tvoj prodri trag naSeg zla mrak
[ 'jas ni tvoj 'prod ri trag ‘na [eg zla mrak ]

Knezu dizmo molbe glas
[ 'kne zu "drz mo ‘mol be glas ]

Puka svog nevolje jest slomit jak.
[ 'pu ka svog ne 'vo Ke jest 'slo mit jak ]

Tutti
Ni¢ ¢em stan prote¢ vid,

[ nite teem stan 'po rete vit |

Ljudski rod slavit pir,
[ "Aut skr rot “sla vit pir ]

Kraju gredu gorke bijede,
[ 'kra ju "gre du ‘gor ke "bje de |

Domu dragom vrac¢a mir.
[ 'do mu 'dra gom 'vra tea mir ]

Da drago naSom domu vraca blag se mir.

[ da ‘dra go 'na Jom '‘do mu 'vra tea blak se muir ]

Boze ti cuvaj dom
[ 'bo 3¢ tr 'fu vaj dom |

Podaj mo¢ njemu stavnu,
[ 'po daj mote ‘ne mu ‘stav nu |

DarzZ ga svom desnicom
[ darz ga svom ‘des ni1 tsom |

Posti¢ cilj daj mu slavnu!
[ 'po stite 814 daj mu ‘slav nu |

Vapi za doma spas svaki u sav glas.
[ 'va prza 'do ma spas ‘sva ki u sav glas ]

Miloj
Ah, Holy mother, you are our
saviour,

A clear sign has entered our shadow
of darkness.

To our Duke, we are requesting the
voice

Of the people which is definitive
and strong.

Tutti

They will start to see that

The people will praise this event.
So much poverty in our homeland
That is now resolving to peace.
Dear father, peace and blessing will
return to our home.

Oh God, protect our home,
Deliver the power unto him.

Hold it firm in his right hand

To achieve his goal, give him

praise.

As he has saved us, shout out loud.

Translation: Goran Lovrinov & Branko Lovrinov
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Sobinin’s aria ‘bparupl, B metens’ from the Opera A Life of the Tsar by Mikhail

Glinka

bparupsl, B meTens,
[ 'bra tsi v mie "tiell ]
B HEBEJIOMOM TITyIIN

[ vnie vie do 'moj gru " [ii |

MEI cpa3y HE MOTIIH
[ mt ‘sra zu nie mag! i |

nobpatbcest 10 Bpara!
[ da 'bra tisis da vra ‘ga |

YTo HAM METENb,
[ Jto nam mie "tiel ]

necHas Ti1yOuHa,
[ Bes 'na jo "gru bii no |

besnytee, Tpyn
[ bies "pu tie trut

M XJIaJ HOYHOI1!
[ 1 xrat natf 'noj |

He ynsiBaiite, Opatiisi!
[ nie u nt "vaj tie ‘bra tst |

He ycrynaiite Bptore
[ nie us tu ‘pqj tie "viu gie |
U tpynHoMy GecnyThio

[ 1 trud no mu bies pu tiju |

- CBo& Bo3bMEM!
[ sva 'jo baz ‘miom ]

MeI crolikocTerO Pycckon,
[ mi "stoj kas tiu ‘rus: koj |

MBI IPEKJIOHHBIM JTyXOM
[ mt priek 'Lon: #m "du xom ]

Bcro TpyaHOCTE IEpenioMum
[ fisiu "trud nasiti pie rie 'Lo miim ]

- Ota Haiiném!
[ a 'tsangj 'diom ]

LIBRARY NOTE:

The following translated text has been removed due to

copyright, pp. 155-157.

This text is included in the print/archival copy of the
thesis held in the University of Adelaide Archives.
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Knér neBecra kpacHasi!
[ 3dioti nie "vie sto 'kras na jo |

Csertuk, mis Te0st
[ "svie tiik dilia tie 'bia ]

MprI HaiinéMm oTIa,
[ mt ngj ‘'diom a 'tsa ]

IOCTaBUM AOMOIi!
[ da 'sta viim da 'moj |

Ot Tebs 51, moporas,
[ at tie 'bla ja dara 'gajo ]

Kny Harpansl,
[ 3duno ‘gradi |

1 TI000BHOM JIACKH K Ty!
[ 1lu 'bovnoj 'La skii 3du ]

B3misiHeIb KpacHBIM COJTHBIIITKOM,
[ 'vizigilia niefl "kras nim 'soL nif kom ]

- C namATHu CJIeTUT
[ 'spa mio tii silie "tiit ]
Berora, Tpyn u 6o

[ 'Vju go trut i boj ]

- [IpornsHeT r000BB!
[ pragi 'lia nieti Iu bofl |

bpariisl, movém!
[ 'bra tst paj ‘diom ]

JIOKOHYMM YECTHBIH TPyX
[ da kon tfiim "tfest nij trut |

N naxy ve nagum

[ 1 la xu nie do "diim |

HaJl HAMU CMeX TBOPUTb.

[ nad ‘'na mii simiex tva it |
IIyrs Ham Briepén!

[ puti nam fiple "rijot |

Ham nronu BMEHST B CThIT,
[ nam' "Iu dii "vimie nist fstit |
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Komb 6e3 otra momoit mpuaém!
[ kol biez a "tsa da 'moj pirii "diom ]

Orer1 B Hy)X]1€ BEITUKOM
[ a 'tiets vauzi 'die vie 'li koj ]

— Ha nac ero nagexna!
[ na nas je 'vono 'diez do |

W ciaen 1m HaM ocTaBUTH
[ 1silet! lii nam as "ta viit! |

€ro B HyxJe?
[ j¢ 'vo vnuz ‘die |

Hatitu otmia
[ noj 't a 'tsa |

BCJIUT HaAM 4YECTh CBATAA U JIsiXa

[ vie "Iit nam "tfest sivio ‘ta jo 1 'Ia xo |

Ka3uuts 3a cMex Hag HaMu
[ koz 'niiti za smiex nad 'na mii |

- [owiném, npy3bs! [okaém!
[ paj ‘diom dru 'Zia paj ‘diom ]

Translation: Philip Taylor ®
IPA: Branko Lovrinov

8 Various Artists, Russian Opera Arias, Vol 2., Trans. Philip Taylor (Naxos: 2002), 15-16.
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‘U boj, u boj!” (To arms, to arms) from the Opera Nikola Subié Zrinjski by Ivan

pl. Zajc

U boj, u boj!
[ubojuboj]

Mac iz toka, bane,
[ maf 1z "to ka 'ba ne |

nek du$man zna kako mremo mi!
[ nek "'duf man zna 'kako ‘'mre mo mr ]

Grad nas ve¢ gori,
[ grad naf vete 'go 11 |

stize do nas vec Zar:

[ "st1 3¢ do nas vete 3ar |
rik njihov ori,

[ ik ‘p1xov ‘ort ]

bijesan je njihov jar!
[ 'bje san je nr1 xov jar |

K'o pozar taj grudi nase plamte,
[ ko 'po 3artaj ‘gru dr ‘na fe ‘plam te ]

utiSa rik maca nasSih zvek!
[u 'trJarik ‘'matfa ‘na [ix zvek ]

K'o bratac brata
[ ko 'bra tats "brata |

Zrinjskog poljub’te svi!
[ "zrin skok po "Aup te svi |

Zrinjskom na vrata,
[ "zrin skom na ‘vra ta |

vjerni junaci vi!
[ 'vjer ni ju na ts1v1 |

Sad zbogom bud',
[ sad ‘zbo gom but |

dome nas zauvijek,
[ 'do me nas za'u vjek ]

0j, zbogom, od svud i svud
[ o) 'zbo gom od svud 1 svut ]

To battle, to battle!

Unsheathe your swords, soldiers,

Let the enemy know how we die!

Our city already burns,

The heat is already reaching us:

Their roar resounds,

Their rage is rampant!

Our chests flare up as that fire,

The roar is silenced by the rattling of our

swords!

All of you, kiss Zrinjski

As brethren would kiss one another!

Follow him to the gates,

Trusty heroes!

Good bye and fare well,

Our home of old,

Oh, good bye, from everywhere
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na te dusman ide prijek.
[ na te "duf man '1de prjek ]

I ve¢ u grob sveti trup sklada tvoj,
[ 1 vetfu grop ‘svetr trup 'skla da tvoj |

Al' nece!
[ al 'ne tee ]

Za te sin svak u boj se krece!
[ za te sin svak u boj se 'kre tee |

Dome nas, ti vijekom stoj!
[ 'do me naf t1 "vje kom stoj |

Za dom sad u boj!
[ za dom sad u boj |

Ma paklena mnoz

[ ma ‘pak le na mno3 |
nanj dize svoj noz;

[ nan "d1 3€ svoj no3 |

Hajd' u boj!
[ xajd u boj |

Nas mal, al' hrabar je broj!
[ nas mal al "xra bar je broj ]

Tko, tko ¢e ga strt'?
[ tko tko tee ga start |

Smrt vragu, smrt!
[ smArt 'vra gu smart ]

Za domovinu mrijeti kolika slast!
[ za do mo 'vinu ‘mrje t1 ko 'l ka slast ]

Prot duSmaninu! Mora on mora past'!
[ prot duf ma ‘'ni nu ‘'mo ra on ‘mo ra past |

The grim enemy comes

Already they plan to bury your sacred body,

but they shall not!

All your sons move to the fight for you!

Our home, you will stand forever!

For the Homeland, to battle!

For the Homeland, now to the fight!

Even if infernal might raises its knife at it;

To the fight!

We are few, but courageous!

Who, who will bring him down?

Death to the devil, death!

To die for your Homeland - such a delight!

Against the enemy! They must fall!

IPA and Translation: Branko Lovrinov
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Porin’s Aria ‘Zorko moja, Zorko mila’ from the Opera ‘Porin’ by Vatroslav

Lisinski

Zorko moja, Zorko mila,
[ 'zorko 'mo ja ‘zor ko ‘'mrla ]

Jedva da si cvjetat stala,
[ 'je dva da st 'tsvje tat ‘sta la ]

Jur si gromom s gode pala,
[ jur s1 'gro mom 'zgo de ‘pala |

Ah, na zemlji nema raja!
[ ana 'zem A1 'ne ma 'raja |

Tu prebiva zloba jad! Ah!
[ tupre 'brva 'zlo bajad a ]

Zorko moja, Zorko mila,
[ 'zor ko 'mo ja ‘zor ko ‘'mr la ]

Tisi meni sunce bila,
[ 'tr st ‘'me n1 ‘sun tce ‘brla ]

Zastira me grozna noc€.
[ za 'st1ra me 'groz na note |

Zorko moja, Zorko mila...

160

Zorka, Zorka my dear,

You have not yet bloomed,

Lightning flashed with no warning.

Ah! On this earth there is no paradise,

There is malice in misery!

Ah, Zorka, Zorka my dear,

You were my radiant sun

Amidst the awful dark of night.

Zorka my dear...

IPA and Translation: Branko Lovrinov



Lensky’s aria ‘Kuda, kuda vy udalilis’ from the opera ‘Eugene Onegin’ by Pyotr
Ilyich Tchaikovsky

This is a scanned copy of pages 277 to 279 from
‘Libretti of Russian Operas Vol. 1’ by Anton Belov. &

LIBRARY NOTE:
The following pages have been removed due to
copyright, pp. 161-163.

This text is included in the print/archival copy of the
thesis held in the University of Adelaide Archives.

8 Anton Belov, Libretti of Russian Operas: Volume 1 (New York: Leyerle Publications, 2004), 277 — 279.
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Mica’s Aria — ‘Vidjele ste sidjoh odozgora’ from the Opera ‘Ero s onoga svijeta’

by Jakov Gotovac

Vidjele ste, sidjoh odozgora,
[ 'vid je le ste 'st dzox od 0z ‘gora |

1z krajeva S$to su iznad gora,
[ 1z 'kra je va fto su ‘1z nad 'gora |

Sa oblaka, s mjestaca sa zvijezda,
[ sa "ob la ka 'smjes ta tsa sa 'zvjez da |

S boz jeg dvo ra, s andjeoskih gnijezda
[ zbo3z jeg 'dvo ra "san dze os kix ‘gnez da]

Gdje Ilija svoja kolagura
[gdjer 'lija 'svojakola 'gura]

Gdje sve vrvi od bozjih pandura
[ gdje sve 'var viod 'bo 3jix pan ‘dura |

Da se red u raju ne ometa:
[ daseredu rajuneo 'meta |

Ja sam Ero sa onoga svijeta!
[jasam ‘e rosa '0onoga ‘svjeta ]

Jer mi smo svi na svijetu onome
[ jer m1 smo svi na ‘svjetu ‘onome |

Bas isti kao 1 na ovome.
[ baJ '1st1 ‘kao 1 na ‘ovome |

Jedan bi rado pio,
[ 'jedan br ‘rado "p1o |

Drugi bi da kocka,
[ "drugt br da 'kotska |

Trecega zelja za ljubavi bocka,
[ 'treteega "3eka za 'Aubavi ‘botska |

Cetvrta bi se gizdala,
[ 'ffetvorta br se "gizdala ]

ASikovala peta...
[ "afikovala 'peta ]

You have seen me drop from above,

from places over the mountains peaks

beyond the clouds with stars above

from God's house and the angels home

Where Elijah pushes a cart

where we are teeming in God’s image

as HE does not like heaven disturbed

I am Ero, from another world

We, in our own celestial world,

Are exactly like this world here

One would like to drink,

Another likes to gamble,

The third wishes to tease their lover

The forth is filled with pride

Flirting for the fifth one...
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Ali asik svetom Bogu smeta!
[ "alr "afik "'svetom 'bogu 'smeta ]

Djula
A $to te vodi natrag u nas svijet?
[ a Jto te 'vodr 'natrag u naf svjet |

Mica
Do sadio mi onaj, jer je preve¢ svet!
[ do 'sadro mi ‘onaj jer je ‘prevete ‘svet |

Djula
Zar tamo nema radosti ni smijeha
[ zar 'tamo ‘nema ‘radostr n1 ‘smjexa ]

Zene

Sta vrijedi raj bez aSika i grijeha

[ Jta ‘vrjedrraj bez "afika 1 ‘grjexa |
Mica

ASik, ljubav, cjeliv, uzdisaj,

[ "afik "Aubav 'tsjeliv "uzdrsaj ]

Pogled, Sapat, zarkog oka sjaj,
[ ‘pogled '[apat "zarkog 'oka sjaj |

Toga ti nepozna tamo onaj sveti kraj.
[ 'toga t1 ne'pozna ‘tamo ‘onaj ‘svetr kraj |

I nigdje ruke da je ogrijes,
[ 1 'nigdje ‘ruke da je o' grrjef |

Ni struka tankog da ga ovijes.
[ n1 ‘struka ‘tankog da ga o'vr:jef |

Zaludu trazi§ grudi mirisne
[ za'ludu ‘trazif "grudr ‘mirisne |

Gdje lice rad bi da se utisne
[ gdje 'lice rad br da se u'tisne |

I bijelo grlo da zagrizu zubi,
[ 1 'bjelo "gorlo da za'grizu ‘zubr |

Il usne da ih tvoja usna ljubim
[ 1l 'usne da 1x ‘tvoja ‘usna ‘Aubim]

Tko je mladi ziv, taj voljet mora,
[ tko je 'mladr 31v taj ‘'voAet ‘mora ]

But flirting, God doesn’t approve of it!

Djula
And what leads you here to our world?

Miéa
I got away from them, that they were too
saintly!

Djula

Is there no joy or pleasure on your world?

Women
At what time does heaven go without
flirting and indiscretion?

Mica

Flirting, Loving, Wholeness,

Breathlessness,

Looking, Speaking, Sparkles in the eye,

That is unknown in that holy place.

With nowhere to keep your hand warm,

No thin waist to grab hold of,

In vain to seek the scent of the breast

With face’s covered and kept hidden

And white necks are covered to the teeth

With a mouth that has no lips for kissing

Those who are young must love,
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I ja zato sidjoh odozgora,
[ 1ja 'zato 'sid3ox odoz'gora |

Da potrazim koju volim vise,
[ da po'trazim 'koju 'volim 'vife ]

Neku dusu sto pod grlom dise,
[ ‘neku "dufu fto pod "gorlom ‘dife ]

Za njom ginem, bez nje biti necu,
[ za pom "ginem bez pe "bitr ‘neteu |

Rad nje Zivim, rad nje je umrijet ¢u
[ rad pe '3rvim rad ne je u'mrjet teu |

Kao slika ona mi je sveta:
[ 'kao "slika "ona mr je "sveta |

Ja sam Ero sa onoga svijeta!
[ ja sam 'ero sa ‘onoga 'svjeta |

Ravno s neba stigoh ja!
[ 'ravno s ‘neba 'stigox ja]

That is the reason why I came from up
above,

To find someone who I can love,

I say this with my heart stuck in my throat,
For her essence, I cannot go without it,
That is why I live, something I could not
live without,

And like me, she would be divine:

I am Ero, from another world!

Straight from heaven, I have come!

IPA and Translation: Branko Lovrinov
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Appendix D:
Scores (PDF)

This appendix consists of scores from the recitals. These files are
found in the CD titled ‘Appendix D: Scores’.

Each score 1s identified, and follow the order of the sound tracks
found in CD 1, CD2, and CD 3.

Full details of souces are found in the bibliography.

For convenience, the list of repertoire is duplicated here.
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Appendix D: Scores
Recital 1

Six Songs by Vatroslav Lisinski

'Osamljen’ (Alone) - Vatroslav Vezi¢

"Tuga' (Heartache) - Petar Preradovic¢

'U daljini' (In the distance) - Nokolaus Lenau (Trans by Petar Preradovic)

'Ribar' (Fisherman) - Petar Preradovié
'Na vjetar' (On the wind) - Ivan Kukuljevic¢ - Sakcinski

'Dvije Ptice' (Two birds) - Petar Preradovi¢

Four Pushkin Romances by Michail Glinka
‘Anenp’ (Adel)
‘Hounoii 3epup’ (The Night Zephyr)

‘B kpoBu roput oronb xenanbs’ (The fire of desire burns in my blood)

‘51 momuro uynaoe mraoBenbe’ (I recall that wonderful moment)

‘Iects Pomancos’ (Six Romances) of Daniil Rathaus by

Pyotr Ilyich Tchaikovsky Op. 73 (1893)

‘MsI cunenu ¢ To6oit’ (We sat together)
‘Houp’ (Night)

‘B sty nynHyro Houb’ (On this moonlit night)
‘3akarmiioch coHIe’ (The sun has set)
‘Cpenp Mpaunbix nHeit’ (On gloomy days)

‘CHoBa, kak npexze’ (Again, as before, alone)

Six Songs by Ivan pl. Zajc

‘Domovini i Ljubav’ Op.338 (The Homeland and Love) - Ilija Okrigi¢
“Vir’ Op.374 (Whirlwind) - August Senoa

‘Lastavicam’ Op.375a (The Swallows) - Ivan Zahar

‘Moja Lada’ Op.491 (My little boat) - Petar Preradovi¢

‘Sjecaj se mene’ Op.498 (Remember me) - Viadimir Nikoli¢
‘No¢ je tiha!” Op.531 (The night is still) - Josip Eugen Tomi¢
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Appendix D: Scores
Recital 2

Vukoslav’s aria ‘Osvetjen bit ¢u’ (‘I will be avenged’) (latest edition, 1948)
from the opera ‘Ljubav i zloba’ (1846) by Vatroslav Lisinski

Vukoslav’s aria ‘Bit ¢u osvecen’ (‘I will be avenged’) (first edition, 1846)

from the opera ‘Ljubav i zloba’ (1846) By Vatroslav Lisinski

Finn’s aria ‘Umchalas’ gada polovina’ (‘Half a year flew by’) from the

opera ‘Ruslan and Ludmilla’ (1842) by Mikhail Glinka

Lenski’s arioso ‘Ya lyublyu vas’ (‘I love thee’) from the opera ‘Eugen
Onegin’ (1879) by Pyotr Ilyich Tchaikovsky

Adel’s Turkish love song ‘U Tur¢ina’ (‘In Turkey’) from the opera ‘Adel 1
Mara’ (1932) by Josip Hatze

Adel’s serenade ‘Da me hoc¢e draga’ (If only my darling) from the opera

‘Adel 1 Mara’ (1932) by Josip Hatze

‘Romance of the Young Gypsy’ from the opera ‘Aleko’ (1892) by Sergei

Rachmaninoff

Adel’s aria ‘Oj Splite Grade’ (‘Oh, Town of Split”) from the opera ‘Adel 1
Mara’ (1932) by Josip Hatze
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Appendix D: Scores
Recital 3

Vladimir’s aria ‘Medlenno den' ugasal / Akh! Gde Ty’ (Slowly the day was
fading / Ah, where are you) from the opera ‘Prince Igor’ (1890) by

Alexander Borodin

Miloj’s anthem ‘Zemlja sva tih je raj’ (The whole country is a paradise)

from the opera ‘Mislav’ (1870) by Ivan Zajc

Sobinin’s aria ‘Bratzy, v mitel’ (Brothers, to the snowstorm) from the opera

‘A life of a Tsar’ (1838) by Mikhali Glinka

Finale ‘U Boj, U Boj’ (To arms, to arms) from the opera 'Nikola Subi¢
Zrinjski' (1876) by Ivan Zajc

Porin’s aria ‘Zorko moja’ (My Zorka) from the opera ‘Porin’ (1851) by

Vatroslav Lisinski

Lensky’s aria ‘Kuda vy udalilis’ (Where have you gone...) from the opera

‘Eugine Onegin’ (1881) by Pyotr Ilyich Tchaikovsky

Mica’s aria ‘Vidjele ste sidjoh od ozgora’ (See how I appeared from up

above) from the opera ‘Ero s onoga Svijeta’ (1933) by Jakov Gotovac
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Appendix E:
IPA and Linguistic

Resources

The International Phonetic Alphabet

Places of Articulation

Croatian Phonology

International Phonetic Alphabet for Singers : phoneme [€] and [0]
Forward to Kratka osnova Hrvatskog pravopisa (1830)

Preface to Dramaticka pokusenja I (1838)
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Appendix E:

Chart: The International Phonetic Alphabet %

LIBRARY NOTE:
The following page has been removed due to
copyright, pp. 172.

This text is included in the print/archival copy of the
thesis held in the University of Adelaide Archives.

9 «Fyll IPA Chart” International Phonetic Association. Last modified April 24t 2015,
https://www.internationalphoneticassociation.org/content/full-ipa-chart, viewed on June 20" 2015.
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Appendix E:

Excerpt: Place of Articulation from the Handbook of the International Phonetic Association (1999) %

LIBRARY NOTE:
The following page has been removed due to
copyright, pp. 173.

This text is included in the print/archival copy of the
thesis held in the University of Adelaide Archives.

1 The International Phonetic Association, Handbook of the International Phonetic Association, (Cambridge: Cambridge
University Press, 1999), 7.
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Appendix E:

Excerpt: Place of Articulation from the Handbook of the International Phonetic Association
(1999) %

LIBRARY NOTE:
The following pages have been removed due to
copyright, pp. 174-177.

This text is included in the print/archival copy of the
thesis held in the University of Adelaide Archives.

92 The International Phonetic Association, Handbook of the International Phonetic Association, (Cambridge:
Cambridge University Press, 1999), 66 - 69.
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Appendix E:

Excerpt: International Phonetic Alphabet for Singers (1991) :
Phoneme [¢] and [0] *3

LIBRARY NOTE:
The following pages have been removed due to
copyright, pp. 178-179.

This text is included in the print/archival copy of the
thesis held in the University of Adelaide Archives.

% Joan Wall, International Phonetic Alphabet for Singers, (Dallas: Pacific Isle Publishing, 1991) 36, 70.
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Appendix E:

Excerpt: Forward from Kratka Osnova Horvatsko-slavenskiga Pravopisanja (1830) by
Ljudevit Gaj %

Note: This is the earliest book on orthography published for the ‘Gajica’ alphabet in the early 19 century.

'Vstupleﬁe.

Ako Horvatu premislavafie nastojne i nevirud-
Yive marlivosti svojeh bratov slavenskeh osebito
Cehov, Lehov i Rusov, 2z’ kojum oni obéinski vert
naroda obdelavati Zuriju se, istinito vZivaie prave
‘narodne radosti i slasti donafa; tak mu ogled na
premilu dragu domovinu i fene sine vu dou nu-
trine serdca Zalost i tuguvaiie zbudava, kojega ko~
refie glibe je, neg du se negva zuhkoa i gor-
kost zmeriti more. — Vidi onde slavno i krasno
razcvetujuée se slovstvo (literatur.), tak se mu vu

fiegvi domovini mulo — kteri tragi takvoga kalu,
koji samo za okerhke zpomenikov dobroga hote_ﬁzi.
nekojeh narodolubcev imati se moraju. — Vidi
onde materinski jezik vu dostojnom posteriu I.Eas—:
ti, tak ga ovde boreile, kojem se ._dobra majka i
verna stara gospodarica vu lastovitem domu =z
prirevnicami svojemi boriti primorana je, na vru-
Ze suze britke Zalosti gene. — A kada vidi, da
isti sini milu staricu svoju iz gospodarstva izrinuti
hoéeju, da okinéni povsud priatnoj Teuti, ali
‘mefie izobraZeni *), preluto 2z’ nepravdenum pod-
stuplivostjum' nasilnoj susedi vklaiati se mogu,
onda se persa fiegova zdiZit visoko, i skerbno po-
ziva pravi¢nost!

% Ljudevit Gaj, Kratka Osnova Horvatsko-slavenskiga Pravopisanja, (Zagreb: Cymelia Croatica, 1983),
1-3.
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JPlemenite serddnosti je, isti nu od--
perto valuvati; hrabrene jakosti, nu
slufati mo¢i.

Materinski jezik vu horvatski zemli, ako ba$
za nittar i nemar neder?i se;vu nikakovem vendar
poStenu nestoji izvifen. — MuZev, koji se za 1ie-
ga nckuliko trudili i starali jesu, placa bila je ruZ-
na nezahvalnost, nekda pace sramota, ter: kaj vide

je, odurjavaie i pregon. — Nili vre fas suprot—
staviti se takovem mevolam? — A kdo K’ obdin-

skom’ dobru z’ preobladanem $kodliveh predsufi
ikaj doprinesti mogudega se Cull, nesme prez gré=
ha proti domovini mudati.

Nut domorodci! nepustemo vu d e-
vetnajstom stoletju Horvate K pred-
metu pravi¢noga potep tavalia ponizitl

*) Obraz (Bild), izobrazen, — gebifder, cultus 3 — wu
oven zmamenuvaiuw od Rusov , Serbov, kak takaj
vu Staro-slavenshem jeziku stalno potrebuje sc.

5eE z:.ze_rho kojeh hrabrosti i jakosti
gsupn-eni puki €udili se jesu. — Dajte
113 sba:l;e:;lovrg:uzx;]z I.nir.akvitez-i vu du—:
vek§i Mfuﬁe,vi narodglefi Ye kO],e_gil s
) 2vi nar 1aSega z” Jubav-
Jum govorili, kojega 2z’ imetkom i 2’
predl_-a_g}lm kervéicum svojum junaéki
branili jesu, (vre prez toga od zle dvorbe po-

hablen) jo08& 1 * ;
! ) ] naj potlam v temni grob ne-
zakopase!? —
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Appendix E:
Excerpt: Preface to Dramaticka pokusenja I (1838) by Dimitrija Demeter %

PREDGOVOR.
m b

o ‘..-'\u} "'-‘ﬂ
j':;;m ,;é&??sg ramati¢ko pésniétyo s]{upa s kazalistem,
e o A O I J
S0 :i} sa kojega se otituje, jest bez dvojbe
o | R 2 e

f&,;;:,",:i.-, » jedno od najglavniih srédstvah za raz-

-w

prostranit izobraZenje; jerbo kano njemu, nijednoj
drugoj grani knjizestva nemogu se veéim pravom
poznate ove i izkustvom stoletjah potvardjene rééi
priljubiti: » omne tulit punctum, qui miscuit utile
dulcie to jest: izvarsio je onaj sva, koi je korisno s
ugodnim sjediniti znao.

Kako se daleko dogodovitina u starinu pruia, bi-
lo je kazaliste najstrastnia zabava svih ikoliko izobra-
#enih narodah, i joite vazda obajajuéom nékom silom
mnozinu k sebi privlati; zaisto dosta dokaza, da je
dramaticko obliéje najshodnie ukusu svakoga na-
roda! Kako bi dakle nauk u ugodnoj ovoj slici svoj

cilj promasiti mogao?

% Dimitrija Demeter, Dramaticka pokusenja I, (Zagreb: lirske Tiskare, 1838), iii — viii.
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Nu negleded na to, da dobro uredjeno kazaliste
k oplemenjenju ukusa, druitvenoga zivota i sarca
varlo mnogo doprinasa, veé i zato nasu pozornost
zasluiuje, jer % njega knjizevni jezik najlaglje, naj-
barie i najobéenie razprostranit se moe. Iz toga
jurve vidi se, da je to za one osobito narode veoma
potrébno, kod kojih narodno knjizestvo nije se joste
na toliko raziirilo, da bi se njihovi u¢eni i izobrazeni
ljudi materinskim jezikom u obhodjenju obée shu-
#ili; jer zaisto ostat ¢e materinska réc, bila ona i
najizobrakenia tako dugo iz viijih druztvah izklju-
¢ena, doklegod si sréénom zgodom u svih javnih
zabavah parvenstvo neosvoji.

Mi se u istom sluéaju nalazimo; tarsimo se da-
kle, ako nam plamen ljubavi k narodnosti nasoj
joste u sarcih gori, 1 ovo dragocéno srédstvo
k raziirenju izobraZenosti sebi pribaviti.

Istina je, okolnosti nase joste su toli nemile, da
o uzdignutju narodnoga kazalista (kakovo tréba da
bude) joste malo ufanja gojit mokemo, nu opet
darani smo, koliko je moguce, k ovoj lepoj budud-
nosti pripravljat se, i zato nam jedna od parvih
skarbih biti mora, s dovoljnim brojem dobrih i pri-
kazanju shodnih dramatickih proizvodah poman)-
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kanje ono naknaditi, koje nas do danas jedino mo-
#ebiti prisililo jest zabave nase u tudjem jeziku
traziti.

Nadahnut iskrenom Zeljom i1 moje premda slabe
sile domovini posvetiti odlutih delo to zapoteti, a
ako bi i bez céne ovo moje pokusenje bilo, nadam
se da ¢u joj bar tim koristan biti, 3to éu druge od
mene sposobnie ovim mojim délcem podbosti da na
istu stazu stupe. Svako bo séme, koje se u plodo-
nosnu zemlju baci, obilni plod donosi!

U poéetku ni na um mi nepade kano drama-
ticki pésnik svétu se ukazati; hotiah bo samo ne-
koliko dramah nasih starih Dubrovéanah, koje se
vetom stranom u rukopisih nalaze izdati, buduéi da
sam o njihovom kazalistu mnogo hvale vrédna Citao;
ali kad se, procitavii ih nitkoje, uvérih, da pored
svih njihovih pésnickih lepotah zahtévanje danas-
nje kritike ni najmanje neizpunjivaju, bih prisiljen
moje sobstvene sile pokusiti,

Za gradju ovoga mojega poduzetja izabrah Cine
iz dvih dubrovackih dramah, to jest: jedan iz »Zo-
rislave « Ljeljevica, a drgi iz » Sunéanice « S, Gun-
duliéa jednoga unuka nasega neumarloga pésnika od
Osmanide. To pako ne rvadi njihove 1zvarsnosti za
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da si upotrébljenjem njihovih krasotah posao oblak-
$am, zaista ne zato! jerbo iova dva komada boluju
o nedostateih ostalih dubrovatkih dramah, ili bolje
reci: o nedostatcih vrémena, u kojem su pisana, 1
kano ostala puna su nevérojatnostih, nepristojnostih
1 suvidnih, dapace smetajucih epizodah, ter bez ikoje
delu tomu potribne vestine pisana, 3to se osobito
od poslednjega reci moze, buduéi da je ne samo po
sada neobiénoj navadi starih Garkah 1 Rimljanah raz-
boretim shorom i pésnami, nego joste nedostojnimi
lakardiami napunjeno, koje moé céloga déla nemalo
oslabljivaju. Ja ih dakle njihove izvarsnosti radi nei-
zabrah, nego samo zato, jerbo ¢ini, koji im za te-
melj sluze, uprav dramaticki zivot u sebi zakljuéuju.
Osim nekoliko strofah iz Ljeljeviceve Zorislave,
koje radi njihove osobite pisnicke krasote u moju
pod imenom sLjubav i Du#nosts izdélanu dramu
uvesti za potrébno darzah, nisu mi gore imenovani
igrakazi drugu uslugu pruziti mogli, nego slo stare
kronike mnogim inim pésnikom pruzaju, koji iz njih
¢ine za svoja dramaticka dela vade; sto se osobito na
moju drugu dramu, koja ime »Karvna osvetas
nosi preteZe, jer u njoj nijednoga redka od
Gunduliceve sSuntanice« nezadarizah.
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Ovdeé joste spomenuti moram, da sam, hotedi
mojim domorodcem ovu stvar tim ugodniu uéiniti
mojoj parvoj drami — Ljubav i duznost — historicki
temelj podlozio, budu¢i da se njezin predmet s jed-
nim dogadjajem iz Zivota kralja horvatskoga Kresi-
mira tretjega Velikim nazvanoga, koga mi moj visoko
uéeni priatelj g. Dr. Ljudevit Gaj ustmeno sobéi,
veoma slaze.

Onim pako, koji bi mi za zlo primili 3to sam no-
koje slabosti toga velikoga muza svétu odkrio, neka
odgovori dogodovitina, koja kaze: da veliki ljudi i
velike falinge imadu! nu éoved)e slabosti potamniti
nemogu slavu neumarlih delah njihovoga velikoga
duha, kano niti jasnost sunca skvarnje njegove! U
ostalom pako mislim, da konac Cinjenja toga vecu
jasnost varhu imena ovoga osobitoga viteza 1 kralja
razprostira, nego njegove najvece dobiti, jer nadvla-
danje samoga sebe najveca je dobit! —

Sto se dalje metra tice, kojega u ovih dvih
dramah upotrébih, imam slédeca sobéiti: buduéi da
sam u mojo] parvej drami kano ito sam vedé spo-
menuo, dobar broj Ljeljevicevih redakah zadarzao,
bih usiljen jednosliénosti radi u dubrovagkom me-
tru ctlu dramu izdeélati, premda sam uvéren, da
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je ovaj metrum vide za liricku nego dramatiékua poe-
ziu prikladan, i zbog eliziah vec¢oj strani nase obéine
neobican, buduéi da je priviknuta na némadko pés-
ni¢tvo, u kojem se elizie nenalaze; iz toga dakle
uzroka upotrébih u mojem drugom sasma izvornom
délu — Karvna osveta — onu verst redakah, u ko-
joj su nase narodne junatke pésme izpévane, i koju
zelim zadarzati 1 u sledecih mojih dramatickib de-
lih, od kojih, ako okolnosti dopuste, izlazit ¢e svake
godine po jedan ovoj knjizi slican svezak.

Na svarhu joste molim, da bi svaki pri pretresanju
ovih mojih parvenacah, njih kano pokuienje samo

smalrat izvolio, iz kojega uzroka ih tako i imenovah.

Il Zagrebu dana 1. Rujna 1834,

Der- D, Demeler,
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