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KRadence Eleonory
z Ehrenbergt!

MILAN POSPISIL

Pévecky pedagog a skladatel FrantiSek Pivoda (1824-1898) se v zavéru Nové nauky
Zpévu zabyva opernimi kadencemi. RozliSuje jejich rlizné druhy a vysveétluje své pojeti
vzorovych kadenci, jeZ v notované podobé mély slouzit k praktickému pouziti.? Kadencim
pak vénoval jesté obsahlejSi pojednani, které vydal samostatné ¢esky a némecky.?
Pedagogické vyuziti nejen vlastnich instruktivnich kompozic, ale také Gryvkl z oper
a jejich zpévnich variant pochazejicich z zivé interpretacni tradice zarazuje Pivodovu kon-
cepci k péveckym Skolam, obsahujicim jak navody k provadéni ozdobného zpévu a ka-
denci, tak varianty kadenci, predstavovanym hlavné autory jako Manuel Garcia, Mathilde
Marchesi a Luigi Ricci.* Recepce Pivodovych praci se ovsem nemUZe srovnavat se Skola-
mi Garcii a Marchesiové, rozsifenymi v prekladech po celém svété, ani s dodnes uzivanou
a stale vydavanou antologii Ricciho. Nova nauka zpévu vychazela na pokracovani od roku
1879, posledni seSit obsahujici kapitolu o kadencich je z roku 1883. Oznaceni Eleonory
z Ehrenbergl v separatnim pojednani jako ,byvala vyteéna virtuosni pévkyné ceské ope-
ry“® zitejmé reflektuje jeji odchod z Narodniho divadla, takze tento nedatovany spis vysel

1) Studie vznikla za finanéni podpory Ministerstva kultury CR v ramci institucionalniho financovéni dlouhodo-
bého koncepéniho rozvoje vyzkumné organizace Narodni muzeum (DKRVO). Autor dékuje vSem, kdo mu v préaci
pomohli: Emilio Sala zpfistupnil daleZitou disertaci (Lanfossi, Carlo Giorgio: Il problema delle variante di tradi-
zione nell’opera italiana ottocentesca: il caso di Luigi Ricci, Universita degli studi di Milano. Facolta di lettere e
filosofia. 2004-2005) a v Cesku nedostupny spis Mathilde Marchesi (viz pozndmku 4); Dagmar Stefancova po-
skytla k prozkoumani cely fond Frantiska Pivody v Narodnim muzeu (NM) - Ceském muzeu hudby (CMH); Lenka
Saldova upozornila v obtizné dostupnych fondech Divadelniho oddé&leni Narodniho muzea (DONM) v Tereziné
na podstatné prameny; Matéj Docekal dohledaval hlasové knizky Eleonory z Ehrenbergli v knihovné notovych
materialt Narodniho divadla v Praze; Jitka Ludvova poskytla informace k pévkyni Zelii Trebelli ve Stavovském
divadle; Dagmar Kalousova zdigitalizovala relevantni prameny z fondu Frantisek Pivoda v CMH; Jana Plecita
pocitacové upravila digitalni fotografie pramen( z fondu Eleonory z Ehrenbergl v DONM a pfipravila ze sbirek
Narodniho muzea - Ceského muzea hudby - Muzea Bedficha Smetany (MBS) obrazovou pfilohu a Eduard
Spacil prepsal notové priklady.

2) PIVODA, FrantiSek: Nova nauka zpévu pro Skoly obecné, méstanské a stredni jakoZ i pro Gstavy pévecké
a hudebni vubec od prvnich pocatkt aZz k dokonalému vyuéeni. Sepsal [...], Ed. Grégr & Ed. ValeCka, Praha
[s.a.], s. 290.

3) PIVODA, FrantiSek: Nékteré pokyny o kadencich a jich provedeni. Ku potfebé svych chovanci sepsal [...],
majitel a spravce péveckeé skoly v Praze, vl. nakl., Praha [s.a.] - TyZ: Einige Winke (ber Kadenzen und ihre Be-
handlung. Zum Gebrauche fiir seine Schiiler verfasst von [...], Inhaber und Leiter einer Gesangschule in Prag,
Eigener Verlag, Prag [s.a.].

4) GARCIA, Manuel: Ecole de Garcia: traité complet de I‘art du chant par Manuel Garcia fils, Schott, Mayence
- Paris 1840 (Vol. 1), 1847 (Vol. 2). - MARCHESI, Mathilde: Variantes et points d‘orgue composés pour les prin-
cipaux airs du répertoire par [...] pour les éléves de ses classes de chant, Heugel & Cie, Paris ¢1900. - RICCI,
Luigi: Variazioni - Cadenze - Tradizioni (Vol. | - Voci femminili), Ricordi, Milano 1937; (Vol. Il - Voci maschili),
Ricordi, Milano 1937; (Appendice | - Voci miste), Ricordi, Milano 1939; (Appendice Il - Variazioni e cadenze di
G. Rossini), Ricordi, Milano 1941.

5) Nékteré pokyny o kadencich [...], op. cit. v poznamce 3, s. 9.
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asi po roce 1885. Zavérecné pokracovani teoretické ¢asti Nové nauky zpévu oznamuje
také posledni sesit praktické casti: Fermaty. Sbirka nejplvabnéjsich a nejucinnéjsich
fermat, jak se nalézaji v skladbach proslulych mistri, aneb jak se objevuji v provedeni
slavnych pévcd. Privod piana.® Hledani tohoto Pivodova opusu 106 v prazskych hudeb-
nich knihovnach vSak dosud zlstalo bezvysledné, prestoZe ho dokonce inzeruje obsah
ruské mutace Nové nauky zpévu’ i upravené vydani Pivodovy Skoly zpévu elementarniho
z roku 1927.8 Tisk nelze najit ani v Pivodové pozlstalosti v Ceském muzeu hudby. Je ne-
pravdépodobné, Ze by se zrovna toto dilo nezachovalo v Zadné z dotazanych knihoven,
takze se mdZzeme domnivat, Ze se vydani opusu 106 z neznamych pficin neuskutecnilo.
Neuvadi ho ani soupis Pivodovych skladeb v monografii Vladimira Horaka.® Pfitom se
Pivodovy Nékteré pokyny o kadencich odvolavaji na tuto praktickou ¢ast a na jednotlivé
priklady Cislované od 1 do 90. Bez nich jsou vSechny charakteristiky a navody nesrozu-
mitelné a neupotrebitelné, protoZe z textu valnou vétSinou neplyne ani to, o kterou operu
se jedna. JestliZze notova ¢ast kadenci nevysla, pak je zfejmé, pro¢ nelze Pivodovu praci
povazovat za srovnatelny ¢esky prispévek do vySe zminéného evropského kontextu, ne-
bot autoriv zamér zlstal vzhledem k mozZnosti plisobeni na verejnosti jen torzem.

V Pivodové pozUstalosti se nicméné nachazeji desky se Stitkem Rukopis ,Fermaty“1° ob-
sahuijici rukopisné poznamky, notované rukopisy podkladu a ryteckou predlohu opusu 106,
ktera je pozoruhodna tim, Ze jedna verbalni poznamka modrou tuzkou uréena rytci je esky.
Ryti not tedy nemél obstarat obvykle vyuZivany zavod Engelmann a Muhlberg v Lipsku, ale
Ceska firma. Rytecka predloha a jesté vice listy s pfipravnymi notovymi zaznamy kadenci jevi
silné opotrebeni, které svédci o vydatném pouzivani, coz by vysvétlovalo i to, Ze pfi vyuce ve
vlastnim Ustavu se Pivoda bez tisténé podoby mohl obejit. Ze zachovaného materialu si ale
prece muzZzeme udélat alespon pribliznou predstavu o tom, jak asi antologie opernich kaden-
ci méla vypadat. Pojednani o celém opusu 106 neni predmétem tohoto prispévku. Presto
je tfeba struéné se zminit o jeho obsahu a pramenech. Pivoda rozdéluje priklady kadenci
do dvou ¢asti. V Nové nauce zpévu piSe: ,Pod A sestavil jsem kadence obligatni, vynatky to
z rdznych oper ¢elnéjsi hodnoty. V oddéleni B jsou pohromadé kadence libovolné s pfipo-
jenymi k nim variantami.“*! Pivoda zvolil kadence z francouzskych, italskych a némeckych
oper: Bellini (Norma), Boieldieu (La Dame blanche), Donizetti (La Fille du régiment, Linda di
Chamounix, Lucia di Lammermoor, Lucrezia Borgia), Flotow (Alessandro Stradella, Martha),
Gounod (Faust, Roméo et Juliette), Halévy (La Juive), Kreutzer (Das Nachtlager in Granada),
Meyerbeer (L'Africaine, Dinorah, Les Huguenots, Le Prophéte, Robert le Diable), Nicolai (Die
lustigen Weiber von Windsor), Rossini (Guillaume Tell, Tancredi), Thomas (Mignon), Verdi

6) Op. cit. v poznamce 2. Sesit V., Ed. Grégr a Ed. ValeCka, Praha 1883.

7) PIVODA, FrantiSek: Nov‘Saja metoda prepodavanija p‘nija s samago nacala do polnoj obrabotki golosa so-
stavlena Francom* Pivoda. Sobstvennikom pevceskago instituta ve ¢. Prage, sobstvennoe izdanie, Praga [s.a.]
8) PIVODA, FrantiSek - HERMAN, Antonin: Skola zpévu elementarniho: pro skoly obéanské, stfedni a pro
ustavy ucitelské; dle metody tonalni a intervalové [...], Pivodova pévecka Skola, Praha 1927.

9) HORAK, Vladimir: Frantisek Pivoda pévecky pedagog, Universita J. E. Purkyné&, Brno 1970 (Spisy pedago-
gické fakulty v Brné). Srv. Soupis skladeb F. Pivody na s. 123-132.

10) NM-CMH, fond Franti§ek Pivoda, inv. 8. 8692 a,b; karton 1627; sign. H VI/5.

11) Op. cit. v poznamce 2, s. 290.
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(Un ballo in maschera, La traviata, Il trovatore)
a Weber (Der Freischiitz). My se zaméfime na
varianty jejich kadenci vzniklé v provozovaci
praxi, jez mély byt uvedeny v oddile B. V Nové
nauce o nich Pivoda piSe: ,Mezi témito nas za-
jimaji nékteré zvlasté také svym plvodem co
vlastni plody na slovo vzatych uméleckych sil
bud domacich, jako jsou slec¢ny z Ehrenbergg,
Sittova, Reichova, p. Josef Ley, [...].“*? Jsou to
bez wyjimky pfedstavitelé prvnich oborl ces-
ké opery: Marie Sittova (1852-1907) a Irma
Reichova (1859-1930) byly prvni dramatické
zpévacky (mimochodem obé Pivodovy Zacky)
a Josef Lev (1832-1898) prvni baryton. O re-
spektu skladatelll k jejich péveckému uméni
dostateéné svédcéi nékteré okolnosti: napf.
Smetana pro Lva napsal do svych oper dvé
ariové vlozky® a Sittové dovolil, aby si kv(li
vétSimu efektu pozménila zavér arie Anezky
ze Dvou vdov.* Dvorak zase Irmé Reichové
z podobnych motivii sdm upravil nékolik za-
vérecnych frazi zpévli Xenie v Dimitriji a v téze
opere pro Sittovou pfikomponoval do pripitku £h
Mariny kodu s kadenci, kterou pévkyné podle  Eleonora z Ehrenbergi _ o
svédectvi kritiky dale obmé&Rovala.® Jejich E?;?g?f:é gz';f’tfggazph' Moritz Ludwig Winter,
varianty kadenci mohl Pivoda jisté pInym pra-  NM-CMH-MBS inv. &. / inventory no. 327

vem povazovat za vzoroveé.

12) Tamtéz.

13) V Braniborech v Cechéch sloZil Smetana do jiz dfive ukonéené kompozice, ale jesté pred premiérou,
arii Tausendmarka (lIl. jednani, 1. vyjev) ,0, kéZ bych nikdy z cesty pravé [...] Tv0j obraz, divko*. V Tajemstvi
prikomponoval arii Kaliny (ll. jednani, 1. vystup) ,Na¢ o tom dale badat? [...] Med radosti plnymi dousky chci
pit“) dodate¢né po premiére a Lev ji zpival poprvé az pfi jedenactém predstaveni. Viz predmluvy a vydavatel-
ské zpravy FrantiSka BartoSe in: SMETANA, Bedfich: Branibofi v Cechach. Zpévohra ve tfech jednénich [...].
Partitura, Museum Bedficha Smetany - Narodni hudebni vydavatelstvi Orbis, Praha 1952 (Studijni vydani dél
Bedficha Smetany 9), s. Xlll a 638; a tyz: Tajemstvi. Komicka zpévohra ve tfech déjstvich [...]. Partitura, Mu-
seum Bedficha Smetany - Statni nakladatelstvi krasné literatury, hudby a uméni, Praha 1953 (Studijni vydani
dél Bedficha Smetany 10), s. X a 531.

14) Sittova se vyjadfila k dirigentu Cechovi, e arie AneZky [Il. jednani, 5. vystup, ,Odchéazeji spolu k radosti
[...] Aj, jaky to krasny den [...] J4, ach, jedina tu mezi vSemi Stastnymi a blazenymi“] ,je pfili§ dlouha a v Allegru
e ji neni slySet - a abych pry udélal skrt a jeji hlas v Allegru punktoval nahoru*. (Dopis Adolfa Cecha Smetanovi
30. 3. 1881, autograf NM-MBS S 217/573). Smetana svéfil Zadanou tpravu do Cechovy kompetence, ale s vy-
hradou, ,Ze zmény v této arii povoluji ze svlastni lcty jenom sle¢né Sittove ad personam; [...] Ostatné ale ma
sl. Sittova celé plnomocenstvi, délat s arii, a ménit, jak se ji libil“ (Smetan(iv dopis Adolfu Cechovi z 1. 4. 1881.
Autograf NM-MBS S 217/213).

15) POSPISIL, Milan: Viiv péveckého obsazeni na koncepci prvni verze DvoFékova Dimitrije, in: Z Ceského raje
a Podkrkonosi, Statni okresni archiv Semily, Semily 2001 (Vlastivédny sbornik 14), s. 138-145.
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Jako druhy zdroj uvadi Pivoda, Ze varianty kadenci vznikly: ,[...] bud uménim vynikaji-
cich hosti, jako byly u nas sestry Marchisio, Giuseppina Vitali, Aglaja Orgeny, Ima Murska,
Ostava Torriani aj.“1® V kratkosti Ize fici, Ze vSechny uvedené pévkyné, které pohostinsky
vystupovaly v éeském divadle v Praze v letech 1864 az 1878, se mohou pocitat ke $pic-
kovym umélkynim své doby.?” Vyznamné obohacovaly repertoar ceské opery (diky nim se
poprvé objevily napriklad Rossiniho Semiramide, Belliniho | Capuleti e i Montecchi a La
sonnambula, za Smetanovy éry pak GounodUv Faust, Verdiho La traviata a Un ballo in
maschera, Donizettiho Don Pasquale a bratfi Riccill Crisipino e la comare) a hlavné pre-
zentovaly uméni bel canta na vysoké Grovni - staci pfipomenout jen Smetanovy kritiky na
sestry Marchisio nebo llmu Murskou.®

V samostatné vydaném pojednani o kadencich Pivoda vycet svych zdroji pozménil.
Z hostujicich zpévacek jmenuje jen sestry Marchisio a Giuseppinu Vitali a pfidava altist-
ku Zeliu Trebelli, ktera v Praze opakované vystupovala v letech 1861 aZz 1878, ovSem
vyhradné v némeckém divadle, a zcela vypustil jména domacich soélistli az na Eleonoru
z Ehrenberg(.2° Tu jedinou tedy ponechal jako hodnou srovnani s uvedenymi cizimi zpé-
vackami, v némeckém vydani dokonce s jesté vétsi chvalou: ,[...] die ehemalige ausge-
zeichnete, musikalisch hochgebildete Koloratursangerin des B6hmischen Nationalthea-
ters in Prag, Frl. von Ehrenberg [...]“.2°

Eleonora z Ehrenbergl (1832-1912), prvni koloraturni zpévacka ¢eské opery v letech
1862-1885 (se dvéma prestavkami) svym hlasovym typem neinspirovala Zzadného cCes-
kého skladatele k tomu, aby néjakou roli napsal vyslovné pro ni nebo ji alespon upravil
s ohledem na jeji prednosti. Naopak se jevi, Ze byla do ¢eskych novinek obsazovana
jen zfidka, jakoby s rozpaky a vétSinou mimo svij obor. Jako prvni koloraturni zpévac-
ka pfitom predstavovala jednu z nejvyznamnéjSich opor ¢eského souboru, kterd vibec
umoznila uvadét zakladni repertoar svétové opery na profesionalni Grovni. Neni proto
divu, Ze ucitel a zastance krasného zpévu Pivoda v samostatném pojednani o kadencich
nakonec z ¢eskych zpévakl jmenoval jen ji. Na okraj poznamenavam, Ze Pivodav nahled
na Ehrenbergovou nebyl vzdycky takto uznaly, pokud jde o jeji osobnost a postaveni ko-
loraturni primadony v Prozatimnim divadle. Patrné jako Gdajna pfitelkyné dirigenta Jana
Nepomuka Mayra, a tim predstavitelka minulého rezimu ¢eské opery, nebyla po nastupu

16) Op. cit. v poznamce 2, s. 290.

17) Barbara Marchisio (1833-1919), Carlotta Marchisio (1838-1872), Giuseppina Vitali (1845-1915),
Aglaja Orgeni (vlastnim jménem Anna Maria von Gorger St. Jorgen, 1841-1926), lima de Murska (vlastnim
jménem Ema Puksec, 1834-1889), Ostava Torriani (1847-7).

18) JARKA, Vaclav Hanno: Kritické dilo Bedficha Smetany 1858-1865, Nakladatelstvi prazské akciové tis-
karny, Praha 1948, s. 79-86, 90-92, 173-174. - Pfehled hostovani vSech jmenovanych zpévacek na scénach
Krélovského éeského zemského divadla v Praze Ize nalézt in: STEPAN, Vaclav - TRAVNICKOVA, Markéta: Proza-
timni divadlo 1862-1883. I.-1l., Academia, Praha 2006.

19) Zelia Trebelli (1838-1892). Nékteré pokyny o kadencich [...]. Op. cit. v poznamce 3, s. 9.

20) Einige Winke (ber Kadenzen [...]. Op. cit. v poznamce 3, s. 11. - Naopak Marii Sittové, kterad po odchodu
Ehrenbergové prevzala v Narodnim divadle jeji koloraturni obor, v nékdejsi ukazkové roli jeji predchidkyné -
Marguerite de Valois v Les Huguenots - individualni variantu kadence jednou vytkl: ,Prvni damé [= Marie Sitto-
va] doporucujeme vynechani vliozené kadence, kterad svou nevkusnosti vzacny dojem mistrného vykonu jejiho
povéazlivé ohrozovala.“ [PIVODA, FrantiSek]: Hugenotté, Hudebni listy, roé. 7, 25. 1. 1889, ¢. 3, s. 18.
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Bedricha Smetany v roce 1866 angazovana, ale protoZe se nepodafilo najit za ni uspo-
kojivou nahradu, divadlo ji po roce pozadalo o navrat. A to pravé nesl Pivoda se znac¢nou
nelibosti, protoZe konkurence a renomé primadony formatu Ehrenbergové vadila uplat-
novani jeho vlastnich zZakyn v dobé, kdy Smetanu v Cele Ceské opery jesté podporoval.?:
Otazka, zda rlzné vycCty interpretacnich zdroji kadencnich variant ve dvou verzich teo-
retického pojednani souvisely se zménou vybéru kadenci uréenych ke zverejnéni, musi
zGstat nezodpovézena, protoze Pivoda v rytecké predloze neuvadi - na rozdil od Ricciho
antologie - vibec zadna jména.?? Dal by se porovnat repertoar domacich a cizich zpéva-
Cek a tim autorstvi nékterych kadenci bliZe urcit, avSak byl by to stale jen okruh moznosti.
Snazsi je to u nékolika prikladd pro baryton, zvlasté proto, Ze Pivoda poznamenal v pod-
kladech u kadence Luny z Il trovatore tuzkou ,jak Lev“, a stejnou kadenci pak nalezneme
i v rytecké predloze.?® Vynechani Lvova jména tedy neznamenalo soucasné vynechani
jeho kadenci. Druhé a posledni jméno, které Pivoda v pfipravnych materialech zminuje,
je pravé Eleonora z Ehrenbergl. Zamérim se nyni jen na jednu ¢ast Pivodovych pomoc-
nych materialQ, ktera jako celek nebyla uréena k publikovani, ktera vSak predstavuje
pramen zvlast cenny, protoze obsahuje pravé zaznamy kadenci Enrenbergové.

Jaky byl konkrétni pramen Pivodovych zapis( interpretacnich variant obecné? Na rozdil
od oralniho tradovani péveckych variant, které napriklad Lugimu Riccimu zprostredkoval
hlavné barytonista Antonio Cotogni i od jinych zpévak( a zpévacek az po mnoha letech,
kdy je on i dalsi aktivné provadéli,®* vychazel Pivoda vyhradné ze své vlastni zkuSenosti
- vSechny pévce, na néz se odvolava, osobné zaZil a slySel. Mizeme pokladat za jisté, ze
standardni operni repertoar znal zpaméti a dokazal v kadencich odliSit a zapamatovat si
individualni pévecké obmény. Jako vazena osobnost prazského hudebniho svéta si jisté
dovedl ziskat pfistup k hostujicim umélcim a pripadné je pozadat o pisemny zaznam ka-
dence. V pfipadé Eleonory z Ehrenbergli se o jeji notové zapisy opiral prokazatelné. V jeji po-
zlstalosti se naléza hlasova knizka Annetty z opery Crispino e la comare od bratii Federica
a Luigiho Riccil. V notovém sesité pricného formatu vazaném v tvrdych deskach se zlatymi
inicialami ,E. v. E.“ je na prvnich 6 listech pfed zacatkem vlastniho partu Annetty zapsano
tuzkou a perem kolem 60 kadenci k operam Aubera (La Muette de Portici), Belliniho (Nor-
ma), Donizettiho (La Fille du régiment, Lucrezia Borgia), Dorstlinga (Eva Hlyna), Flotowa
(Alessandro Stradella), Glinky (Ruslan i Ljudmila), Hérolda (Zampa), Rossiniho (Guillaume

21) Kdyz ho Smetana zadal o vyjadreni k angaZovani jeho Zakyné Miloslavy Havelkové, Pivoda podmifoval
svlij souhlas otazkou, zda bude Ehrenbergova znovu prijata: ,Nepfislusi mné pronaseti se o prospéchu nebo
Skodé jez domaci opefe z takového kroku slavného druzstva pro budoucnost vyplyne a obmezuji se pouze
podotknouti, Ze zkuSenosti, jakych sem se sleénou Roubalovou, dfive v nasi opefe podle slecny z Ehrenbergli
postavené nabyl nedopoustéji, abych kdy jesté jakouzkoliv se svych Zakyn vedle této damy vidéti si prall“ Cito-
vano podle konceptu Pivodova dopisu Smetanovi z 9. 5. 1867. Autograf NM-MBS S 217/788.

22) Jediné jméno ve spojeni s konkrétni kadenci uvadi Pivoda v textu Nékterych pokynt - Zeliu Trebelli (op.
cit. v poznamce 3,s. 11-12).

23) Op. cit. v poznamce 10. V pfipravnych materidlech mé tato kadence Cislo 97, v rytecké predloze Cislo 89.
V Nékterych pokynech (op. cit. v poznamce 3, s. 13) kadenci komentuje bez zminky o zpévakovi.

24) Levariazioni, cadenze e tradizioni da me raccolte, mi furono date - in gran parte - dal Cotogni; e vennero
eseguite dalle pili grandi celebrita del secolo passato: Patti, Boccabadati, Borghi-Mamo, Stolz, Albani, Mario,
Masini, Gayarre, Stagno, Duprez, Tamberlik, Lablache, Nannetti, Fraschini, Graziani, Maurel ecc.“ RICCI,
Vol. I (op. cit. v poznamce 4), s. [IV].
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Tell), Verdiho (Ernani, Il trovatore) a k dalSim, které nejsou nadepsany. Na rubu titulniho
listu je poznamka tuzkou: ,Prof. Pivoda 34 Cadenzen gegeben*, ktera dokazuje, Ze Pivoda
mél k dispozici zapisy kadenci pfimo od pévkyné.? Opsal jich celkem 31 na jednom listu
a jednom dvoulistu s nadpisy SIC. z Ehrenbergti | a Il. Prvni list se sedmi kadencemi jmenuije
opery Les Huguenots (3 kadence), La Muette de Portici, La traviata, La Fille du régiment
a Il barbiere di Siviglia. Z&dna z nich v3ak nebyla opséana ze sesitu Crispino e la comare,
resp. se v tomto prameni dnes nenachazi. Je tedy zfejmé, Ze Pivoda musel mit k dispozici
jesté jinou predlohu. Pivodlv dvoulist SIC. z Ehrenbergu Il obsahuje 24 ¢islovanych kadenci,
avSak vétsSinou bez nazvu opery. U prvni je tuzkou pripsano ,Rosenfee Halevy“ a u Cisel
17 az 24 poznamenano, Ze patii k La Fille du régiment. U kadence €. 2 je pripis tuzkou:
»Cadenz zwischen zwei Satzen“. VétSina kadenci tentokrat byla vypsana ze sesitu Crispino
e la comare (u nékterych urcenych k opsani je ¢ervenou tuzkou vyznacen krizek nebo krou-
Zek). Ze srovnani Pivodova opisu s predlohou Ehrenbergové se da urcit, Ze pod jeho Cisly
3 a 4 jsou kadence z Normy, Cislo 5 patfi Lucrezii Borgii, Cisla 6, 7 a 8 jsou z Il trovatore
a 13 z Alessandra Stradelly. Na osnové pod touto posledné jmenovanou kadenci v seSitu
Crispino e la comare je zapsana tuzkou kadence, kterd méa u Pivody ¢. 11, a z téhoz zdroje
Ehrenbergové pochazeji také u Pivody kadence Cisla 1 (La Fée aux roses), 2, 9 a 10, vSech-
ny zapsané u Ehrenbergové na fol. [3] recto bez Udaje, do které opery patfi. Enrenbergova
zde vyuzila prazdnych notovych osnov mezi Normou a Tellem i k zapisu dalSich kadenci
z rdznych oper, z nichZ oznadcila pouze Ernaniho. Podobné Pivodova kadence ¢. 16 je zapsa-
na u Ehrenbergové spolu s dalSimi dvéma kadencemi tuzkou na osnovach pod Evou Hly-
novou. Zbyvajici Pivodova €isla 12, 14 a 15 neodpovidaji Zadné z kadenci v hlasové knizce
Crispino e la comare, coz mUzeme povazovat za dalSi doklad toho, Ze Ehrenbergova poskytla
Pivodovi jesté jiné podklady. V dokumentech k jeji osobnosti v DONM se ve fasciklu kore-
spondence, soupis repertoaru, vystfizkl apod. nachazi slozka tiSténych a rukopisnych not
nadepsana Koncerty - || pisné || jeji kadence.?® Material je velice rliznorody, saha od opisu
pisni a celych arii pres jedno- a dvouhlasé operni a cviéné kadence az po tuzkové skici ko-
loraturnich paséazi. Kadence az na vyjimky jako Si j’étais roi (Adam), Le Dieu et la Bayadére
(Auber), Lucia di Lammermoor (Donizeti) a La Cenerentola, Otello (Rossini) nejsou opatreny
nazvem, k jaké roli Ci opere patfi. Nachazi se zde také fragment (zavér) arie z opery La Fée
aux roses (s némeckym a ¢eskym textem) obsahujici kadenci totoZnou se zapisem v hlasové
knizce Crispino e la comare, kterou Pivoda opsal na dvoulistu SIC. z Ehrenbergu Il. Na listu
nadepsaném tuzkou ,Cenerentola“ se hachazi také s poznamkou ¢ervenou tuzkou ,do es*
Pivodova kadence €. 11 (SI¢. z Ehrenbergl Il), obsaZena rovnéz v sesité Il crispino e la
comare (viz shora). Nejsou tu vSak Zadné predlohy k vySe zminénym Pivodovym anonymnim
kadencim 12, 14 a 15, a stejné tak zadna z kadenci opsanych na listu SI¢. z Ehrenbergt I.
Pivoda tedy musel mit k dispozici jesté jiné prameny, nez obsahuje tato slozka.

Je pochopitelné, Ze Ehrenbergova si nepotrebovala poznamenavat, do které opery a na
jaké misto zapsana kadence patfi. Noty slouzily jen k jeji potfebé, takze identifikace neo-
znacenych kadenci v obou souborech z jeji pozlistalosti (Crispino e la comare a Koncerty

25) DONM C 2506/5.
26) TamtéZ, C 3904/30.
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- || pisné || jeji kadence) predstavuje témér nereSitelny Ukol. Jen vyjimecné Ize kadenci
snaze urcit z SirSiho hudebniho okoli a z textu.?” Nékde by mohly pomoci podlozené Uryvky
(vétSinou némeckych) textll. Vzhledem k rozsahu operniho a koncertniho repertoaru Ehren-
bergové se nelze opfit ani o zachované hlasové knizky. V Narodnim divadle se z téch, jez
pouzivala Ehrenbergova, dochovaly asi jen dva exemplare, a to Mathilde (Guillaume Tell).?
AzZ na jeden tuzkovy pfipis varianty do zavéru No. 10 Récitatif et Duo (Mathilde, Arnold)
v hlasové knizce, z nizZ zpivaly i dalSi zpévacky po Ehrenbergové,?® tu nejsou Zadné zaznamy
pripadnych individualnich variant - je to holy vypis partu z partitury (o tom svédci notace
v sopranovém Kli¢i). Mozny divod toho, pro¢ se v provozovacich materidlech Narodniho
divadla nezachovalo vice hlasovych knizek, z nichZ zpivala Ehrenbergova, poskytuje jeji
pozUstalostni fond. Obsahuje totiZz nékolik vypsanych part( patficich k jejimu kmenovému
repertoaru. Hlasové knizky byly jejim osobnim vlastnictvim a pouzivala je za svych angazma
v rGznych divadlech bezpochyby po celou svou kariéru. Mimo zminénou roli Annetty z Il cris-
pino e la comare se tu nachazeji Glohy Zerliny (Don Giovanni, Mozart), Angéle (Le Domino
noir, Auber), Normy (Norma), Isabelle (Le Prés-aux-clercs, Hérold), ariova vlozka z Giraldy
(lll, 10 bis Entr'acte et Air, Adam), kterou Ehrenbergova vkladala na zacatek lll. jednani
La Dame blanche, a koncertni koloraturni valcik Il bacio (Arditi), ktery zpivala v roli Rosi-
ny (Il barbiere di Siviglia).*° Srovnani neidentifikovanych Pivodovych kadenci s variantami
v téchto hlasovych knizkach neprineslo zadny vysledek.

Z hlasovych knizek Ehrenbergové se v porovnani s jejim repertodrem Citajicim 132 rolis!
zachovalo v jeji pozlistalosti jen torzo, presto ony i zaznamy samostatnych kadenci vypovidaiji
prikazné o tom, Ze Ehrenbergova si své kadence a modifikace koloraturnich pasazi peclivé
pripravovala a fixovala je zapisem. Takové mnoZstvi notovanych péveckych variant a kadenci
primo z vlastnictvi pévkyné, ktera je provozovala, predstavuje kupfikladu ve srovnani s ne
zcela jasnym zplisobem tradovani, z néhoz vychéazel ve své antologii Ricci, prameny z velké
Casti sice velmi obtizné desifrovatelné, ale presto mimoradné vyznamné.3? Na otazku pUvo-
du ur€enych variantnich kadenci se neda za soucasného stavu poznani odpovédét, protoze
z hlediska SirSiho evropského kontextu jsou péveckeé varianty zejména kvuli nedostatku pra-
men0 prozkoumany jen z¢asti. Zpravidla se interpret uréité zaznamenané obmény povazuje
za jejiho autora.®® Dobové praxi zcela odpovidalo prejimani osvédéenych modell od jinych

27) Napf. kadence z L’Africaine k rolim Inés (I, Ne 1 Scéne et romance; I, Ne 7 Finale) a Séliky (Il, Ne 4 Air du
someil), 1 list, rukopis perem, DONM, ¢ 3904/30.

28) Vilim Tell. Mathilda. Rukopis, 15 fol., pficny format, na obalce razitko Kral. ceské zemské divadlo, pripi-
sy: Z rozkazu p. feditele st—Gtaserova sl. Reichova spanila sleCna Bila Steéna—zfthrenbergu. — Tell. Mathilda.
Rukopis, 14 fol., pficny format, na obalce razitko Kral. Ceské zemské divadlo, pfipis sl. z Ehrenbergt. Narodni
divadlo, knihovna notovych materiald, sign. H 102.

29) Vilim Tell, tamtéz, fol. 6 verso nahofre.

30) DONM € 2506/1, 2506/2, 2506/3, 2506/22, 3904/30, 2506/11.

31) Tento podet uvadi Ehrenbergova ve svém struéném Zivotopise. Autograf DONM C 1549,

32) Ricci ¢erpal pro svou antologii hlavné z oralni tradice, kterou mu predaval Cotogni. Eventualni pisemné
prameny, jez mél k dispozici, jsou nedostatecné uréené a dnes patrné nezvéstné (napf. pisemné zaznamy
variant pévkyn Barbary a Carlotty Marchisiovych). RICCI, Vol . op. cit. v poznamce 4, Nota dell’autore, s. [IV].
33) ,Alcune di queste cadenze sono originali degli stessi autori.“ Tamtéz. K otazce tradovani a autorstvi ka-
denci viz Lanfossi, op. cit. v poznamce 4, zejména ¢ast Le «Variazioni - Cadenze - Tradizioni», kapitola Introdu-
zione all’opera, s. 21-29, a ¢ast Le varianti di tradizione del Rigoletto di Giuseppe Verdi, kapitola | tipi di fonti
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interpretek, coZ pfimo prokazuje mezi kadencemi Ehrenbergové notovy zaznam nadepsa-
ny Cadenzen zu Norma von Madame Pauline Viardot-Garcia.>* Takové pocinani potvrzuje
u Ehrenbergové i kritika. V pocatcich se ucila od svych predchidkyn, jak vyplyva napt. z kri-
tiky na jeji debut v titulni roli Dinorah v Lipsku: ,Daf3 sich Fraulein von Ehrenberg in dieser
Rolle die so hochstehende Leistung der Frau Blrde=Ney zum Vorbild genommen, daf} sie
vieles im Gesange wie im Spiel dieser groRen Kinstlerin abgelauscht hat, spricht nicht nur
fUr den Ernst ihres kunstlerischen Strebens, das auch hier sich als ein erfolgreiches bewahr-
te, denn ware Fraulein von Ehrenberg nicht eine talentvolle und gebildete Vertreterin ihres
Fachs, so ware sie nicht im Stande gewesen, ihrem grofRen Vorbilde in dieser Weise und mit
so viel Glick nachzustreben.“®® | pozdéji za svého prazského angaZzma prejimala varianty
od hostujicich kolegyn: ,Ze zdejSich ¢lenll chovala se nejlépe sl. z Ehrenbergu, co ,Lucia’
upotiebivsi nékolika fioritlr, zavedenych zde od sl. Orgeni.“3¢ Ke zkoumani procesu Siteni
koloraturniho zdobeni nabizeji notované prameny z jeji pozlistalosti velmi bohaty material.
Kuptikladu zmény vepsané tuzkou do tisténého klavirniho vytahu separatnich ¢isel kavatiny
Rosiny a duetu s Figarem z Il barbiere di Siviglia poskytuji jedineény srovnavaci pramen pfi
zkoumani interpretacnich variant téchto Cisel.®” Zde se omezuji jen na vybér kadenci, které
Ehrenbergova poskytla Pivodovi k uverejnéni pro pedagogické Gcely i vykonné umeéni.

Skala obménovéani skladatelova zapisu kadence byla u Ehrenbergové velmi Siroka. Na-
priklad kadence Leonory z Il trovatore (notovy priklad 1) tu doznala promény jen relativné
mirné jak ve virtuéznim obohaceni (proti pivodné nejvysSimu tonu b? nahore dosahuje
des®), tak v uréitém zjednoduseni (sextové a kvintové skoky v melodickém kolorovani
dominantniho septakordu jsou nahrazeny diatonickymi postupy; notovy pfiklad 2). Na-
proti tomu kadence Violetty z La traviaty predstavuje zcela odliSny pfipad. Srovname-li ji
s Verdiho predpisem (notovy priklad 3) a k tomu s obmé&nami u Marchesiové a Ricciho,*®
vidime, Ze kadence Ehrenbergové je vytvor, ktery nema s originalem ani s zadnou z uve-
denych variant nic spoleéného (notovy priklad 4). Pokud se ostatni neurcené kadence
vyznacuji podobnou odchylnosti od originalu i od uzZivanych variant, jejichZ dostate¢né
reprezentativni vybér pfindseji Marchesiova a Ricci (oba maji dotyénou kadenci z Traviaty
v 9 rGznych variantach!),3® pak je problematic¢nost jejich identifikace zfejma.

ZpUsob Pivodovy reprodukce kadenci v opusu 106 neposkytuje dostateéné informace
K jejich pfesnému zarazeni do pfislusného dila. Napf. Ricci udava kromé skladatele, na-
ZvU opery a role také jednani a odkazuje na stranky a takty klavirnich vytah(, a podobné

e il confronto con la raccolta di Ricci, s. 42-45.

34) Kadence k duetu Normy a Adalgisy, 1 list, rukopis perem, DONM C 3904,/30.

35) F.[Ferdinand] Gleich: Stadttheater. Meyerbeers neueste Oper ,die Wallfahrtvnach Ploérmel* [...]. Blize
neurceny vystfiZzek z ¢asopisu W. Bloch’s Theater-Zeitung, po 13. 5. 1860, tamtéz, C 3905, s. 131.

36) Tyka se jejiho Gcinkovani pfi pohostinském vystoupeni Gustava-Hippolyta Rogera v Lucii di Lammermoor.
Rogerovy pohostinské hry nasledovaly bezprostfedné po Aglaje Orgeni. Ces.: Divadlo, Narodni pokrok, ro¢. 1,
17. 6. 1868, ¢. 177, s. [3].

37) Il barbiere di Siviglia. Melodramma buffo in due atti di Sterbini. Posto in musica da Gioachino Rossini, Gio-
vanni Ricordi, Milano [s.a.] No. 11. Cavatina ,Una voce poco fa“; [Duetto] ,Dunque io son [...]“. DONM C 2506/24.
38) MARCHESI, op. cit. v poznamce 4, s. 85; RICCI, op. cit. tamtéz, Vol. |, s. 83 a Vol. lll., s. 57.

39) Sam Pivoda uvadi v opusu 106 vedle Verdiho predpisu dvé varianty této kadence. Op. cit. v poznamce 10,
Gast B., kadence ¢isla 80 az 82.

50 W Musicalia 1-2 /2012



Kadence Eleonory z Ehrenbergi

Marchesiova oznacuje alespon hudebni Cisla a takty. Oba pak uvadéji kadence s potreb-
nym kontextem ve zpévni lince, nékdy i s klavirnim doprovodem. Naproti tomu Pivoda
notuje jen holou kadenci s nazvem opery a jménem postavy, ale bez blizsiho Gdaje, kam
v opere patfi, a zcela bez klavirniho doprovodu, ackoli to v ohlaSovaném podtitulu opu-
su 106 sliboval, a tak ani s nazvem opery neni v Pivodovych zaznamech pfesné umisténi
kadence Uplné jisté. V pfipravnych materialech si Pivoda poznamenaval alespon ramco-
vé, do kterého operniho Cisla kadence patfi, avSak zaznamy kadenci Ehrenbergové po-
dobnymi poznamkami neopatfil, zfejmé proto, Ze jako celek nebyly uréeny ke zverejnéni.
Tak napt. na listu SIC. z Ehrenbergti | méa posledni kadence €. 7 pochazet z Il barbiere di
Siviglia (némecky nadpis tuzkou je nesrozumitelny: ,Barbier bei der Bez von*). Vzhledem
k predznamenani 4b mUZe patfit jen do Finale |, Andante, 12/8, As dur (notovy pfiklad 5).
Toto misto se obyCejné upravovalo, protoze v originalnim partu Rosiny psaném pro alt
leZelo koloraturnim sopranistkam pfilis nizko (notovy pfiklad 6). Ve srovnani s tradici, jak
ji reprezentuji Marchesiova a Ricci,? a také s ostatnimi pomérné kratkymi kadencemi
Ehrenbergové odpovida rozmér tohoto melismatu (na posledni dobé taktu) spiSe kaden-
ci na zavér arie nez malému sélu Rosiny na zacatku pomalé véty finalniho ansamblu.
Vysvétlit by se to dalo mozna tim, Ze Ehrenbergova si ve svych rolich dovolovala velké
licence presahujici tehdejsi zvyklosti a rozSifila si kadenci i na misté, kde se to v takovém
rozsahu nedélavalo. Jiny problém pfi snaze o identifikaci naznacuje pfipad kadence, jaky
predstavuje Halévyho La Fée aux roses. Tato opera se ani v némeckém ani v ¢eském di-
vadle v Praze nehréla. Arii z ni Ehrenbergova ziejmé vkladala do jiné opery, coz byl tehdy
bézny zpUsob, u Ehrenbergové dobfe znamy a opakované doloZeny v kritikach.*

Z vyslovnych odkaz(i pfipravnych materiald k opusu 106 na Cislované zapisy kadenci
Ehrenbergové Pivoda nakonec pouZil tfi varianty Marie z La Fille du régiment (notové
priklady 7-9) a dvé varianty Marguerite de Valois z Les Huguenots (notové priklady 10—
11).2 V rukopisnych charakteristikach kadenci autorstvi Enhrenbergové vyslovné potvrdil
u jedné charakteristiky kadence k La fille du régiment: ,51 effekt virtuosni. Nalada svr-
chované netrpélivosti (sl¢. z Ehrenbergl)“.4?

Zkusme se podivat na cely vybér Pivodou opsanych kadenci z hlediska péveckého
uméni, které v nich Ehrenbergova ukazovala. V literature se uvadi, Ze jeji hlas nahore

40) K danému mistu uvadi Marchesi dvé varianty (op. cit. v poznamce 4, s. 22), Ricci tfi (op. cit. tamtéz, Vol. |,
s. 14).

41) Repertoar vloZenych arii i v ramci jednoho dila pfitom stfidala: napt. pfi premiére Il barbiere di Siviglia
v Prozatimnim divadle (1863): ,Sle¢na z Ehrenbergu vynikala co «Rosina», i méla dost pfileZitosti, koloraturniho
zpévu velmi dobre uziti. Byla hojnym potleskem nejen v Gloze samé, ale i ve vlioZzkach (od Isouarda a Arditiho)
vyznamenana.“(##: Divadlo. V nedéli dne [...], Slavoj, ro¢. 2, 1. 4. 1863, €. 7, s. 141.) Pfi jedné pozdé&jsi reprize
(1874): ,[...] jak v celé té roztomilé Uloze, tak i ve vloZce, v koncertnich variacich od Adama (na thema Mozar-
tovo) rozvinula veskerou svou skvélou rutinu uméleckou.“ (xx: Ceska zpévohra, Dalibor, ro¢. 2, 6. 2. 1874, ¢. 6,
s. 47-48, zde s. 48.) Pfi beneficnim pfedstaveni na rozlou¢enou pfi vynucenim odchodu z Prozatimniho divadla
(1876): ,,Zejména po obou vlozkach - Adamovych variacich na thema Mozartovo a arii z Isouardova ,Loterniho
losu‘ - pak po val€iku ku konci vloZzeném nebylo potlesku témé&F ani konce.“ ([bez Sifry]: Zpévohra. Slecna
z Ehrenbergu [...], Narodni listy, ro¢. 16, 13. 4. 1876, ¢. 103, s. [3].)

42) V rytecké predloze v oddile B. pod Cisly 46, 47, 51, 52 a 53. Op. cit. v poznamce 10.

43) Poznamky k op. 106. Tamtéz. - V Nékterych pokynech (op. cit. v poznamce 3, s. 16) je kadence ¢. 51
charakterizovana ,Stav tézce krocené netrpélivosti“. Zde notovy priklad ¢. 9.
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dosahoval 3.4 Tuto vysku vyZaduje Kralovna noci v Mozartové opere Die ZauberfiGte. Sme-
tana ocenoval, Ze zpivala ,arii v jednom jednani v plvodni toniné F-dur“#>. Uréeni toniny je
chybné, protoZe arie jsou v B dur a d moll, avSak s licenci, Ze rozhoduje pfedznamenani jed-
noho b, by mohlo jit o arii z 2. jednani ,,Der Holle Rache...“,*¢ kde se tén ¢ nékolikrat opakuje.

V kadencich se objevuje nejvyssi drZzeny ton es?, nejhlubsi ton je b. Zavéreéné vysoké
tonické primy v tficarkované oktavé se v jejich a ani v ostatnich Pivodovych kadencich
(s jedinou vyjimkou u Dinorah v pripravnych materialech) nevyskytuji. Tenkrat bylo zfej-
mé zvykem korunu posazovat na predchazejici dominantu, coz Smetana vytykal jako
manyru: ,VyraZeni obycejné predposledni noty, nejvice dominanty [...], které svétovi
zpévaci pravou samolibou rozkosi délavaiji, [...]“.4”

Ke specialitam Ehrenbergové patfily také trylky (Smetana: ,PFi vSi Gcté k zpévnimu
uméni sl. z Ehrenbergu zvlasté v melismech a trilkach [...]“)*%: vyskytuji se pomérné
hojné az do ¢3. Ehrenbergova ve srovnani s Ghrnem kadenci Marchesiové a Ricciho
castéji uplatnovala sestupné a vzestupné chromatické Skaly. Zjevné si také libovala
v rozlozenych akordech a v opakovanych ténech staccato. Notové zaznamy kadenci
tedy potvrzuji kvality pévkyné, jez ocenovala kritika: ,Koloraturni zpév tu slavil pravé
triumfy a sle¢na z Ehrenbergl v oboru tom opét osvédcila vzacné mistrovstvi; nekonec-
né roulady a kadence, prekrasné staccato, podivuhodny trillek, to vSe plynulo z hrdla
nasi pévkyné s takovou lehkosti a bravourou, Ze i starSi navstévovatelé divadla tim byli
prekvapeni.“4® RGzné varianty téZe kadence svédci také o tom, Ze Ehrenbergova ve
svych partech podle tehdejSich zvyklosti ménila a snad dokonce improvizovala i podle
momentalni dispozice, a tim své vykony délala pro publikum poutavéjsi. Opét svédectvi
Smetanovo: ,Sl. z Ehrenbergu méla tenkrate zvlasté dobry den a prekvapila nas radou

Eleonora z Ehrenbergl svou interpretaci postavenou na principu samostatného pé-
veckého vyplhovani nejen téch ¢asti, které skladatelé vyslovné ponechali tvofivosti zpé-
vaku, ale také individualniho variovani melodické linky podle vlastniho uvazeni, souznéla
s praxi, ktera patfila ke standardu zejména italskych pévkyn a pévcu jeji doby. Jeji dlouho-
dobé bezkonkurenéni postaveni prvni koloraturni zpévacky v souboru ¢eské opery oceno-
valo prazské obecenstvo a uvédomovala si ho rovnéz kritika, zvlasté pfi jejich navratech
po doCasném preruseni angazma vynuceném zmeénami ve vedeni divadla: ,V déjinach
Ceské zpévohry bude jmeno sl. z Ehrenbergl vidy zaujimati misto velmi ¢estné v fadé
nejpfednéjSich umélcd a mistri zpévu operniho. Po dlouha leta svého zasluzného pliso-
beni na jevisti ceském poskytovala vzdy cténa umélkyné obecenstvu virtuosnim zpévem

44) REITTEREROVA, Vlasta: z Ehrenbergli Eleonora, in: Jitka Ludvova a kol.: Hudebni divadlo v &eskych ze-
mich. Osobnosti 19. stoleti, Divadelni Ustav - Academia, Praha 2006, s. 132-135.

45) Op. cit. v poznamce 18, s. 98.

46) Die Zauberfidte. I, Ne 14 Aria.

47) Op. cit. v poznamce 18, s. 79.

48) Tamtéz, s. 132.

49) Z kritiky na be:nefiéni predstaveni Il barbiere di Siviglia, kdyz se Ehrenbergova podruhé loucila s Prozatim-
nim divadlem. (-f-: Ceska zpévohra, Pokrok, 9. 4. 1876, ¢. 99, priloha, s. [5].)

50) Op. cit. v poznamce 18, s. 143.
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nezkaleny poZitek téch skladeb, v nichz Gcinkovala, a mimo to nemaly méla vliv na dorUs-
tajici generaci pévkyn ¢eskych, jez ve vzoru tak dokonalém pravé mély voditko na draze
svych studii. Zasluhy tyto uznalo a ocenilo obecenstvo ¢eské poznovu co nejvreleji pfi nej-
novéjSim vystoupeni sl. z Ehrenbergl v paradni Uloze kralovny v Meyerbeerovych ,Huge-
notech‘. Hned pfi prvnim vystupu v druhém jednani uvitana byla velmi lichotivé a hluény
potlesk stupnoval se po kazdé jeji zavérecné kadenci, z niz kazda prekypuje brillantnimi
pasazZemi a jinymi technickymi umélistkami v mife nevSedni. A celym tim kombinovanym
aparatem zpévu koloraturniho, jimz vySperkovana jest partie reéend, vladla umélkyné
pravé tak hravé a plynné, jako kdykoli pred tim.“%!

Podrobnéjsi zkoumani kadenci Ehrenbergové a celého Pivodova materialu k opu-
su 106 by daleko presahlo moznosti tohoto pfispévku. Na zavér staci spokojit se obec-
nym zjisténim historického vyznamu Pivodova dila: nad sledovany pedagogicky Gcel do-
kumentoval v zaznamenaném vzorku specifické variabilni ¢asti operni formy pévecké
zvyklosti Prozatimniho divadla. Nachazime tu dalsi potvrzeni toho, Ze Prozatimni divadlo
nereprodukovalo svétovy operni repertoar ¢asto - jmenovité v dobé, kdy operu nebo
celé divadlo fidil Mayr - jen v podobé vice ¢i méné zdafilého zjednoduseni az zkresleni,
ale v ¢elnych reprezentantech domacich a hostl odpovidalo narokim soudobé evrop-
ské interpretacni praxe. Z hlediska kontextu zaznam(l opernich kadenci, zejména Ricciho
antologie, predstavuje Pivodlv opus 106 svym rozsahem sice mensi, ale presto neza-
nedbatelny prispévek k tomuto tématu, jehoZ historicky vyznam by mél byt zhodnocen
také edici. Pokud jde o notované prameny variant a kadenci z pozUstalosti Enrenbergové,
predstavuji material natolik bohaty a narocny na srovnavaci studium, Ze by zaslouzil spe-
cialni monografické pojednani, jako ostatné cely jeji fond. Pfestoze Pivoda mél z tohoto
materialu k dispozici, resp. vyuZil z ného jen maly zlomek, predstavuje jeho prace i témito
nékolika ukazkami pévecké uméni Eleonory z Ehrenbergli s takovou hodnotou vypovédi,
jak jen bylo mozné v dobé pred vynalezem zaznamu zvuku,® a fadi ji zajisté i tim k cel-
nym koloraturnim sopranistkam tehdejsi Evropy.

Poznamka k notovym pfikladiim:

Pivoda koncipoval vydani opusu 106 jako dvoujazycné (Gesky a némecky) v nazvech
dél i zpévnich textech souc¢asné s plvodnimi verzemi u francouzskych a italskych oper.
Zde uvedené priklady maji nazvy a texty jen v jazyce originalu. Pivodovy zapisy jsou tran-
skribovany vérné podle autografu, pouze zkracena notace chromatickych stupnic byla
rozepsana. Pfipadné doplnky vydavatele, které se jevily jako Zadouci, jsou umistény do
zavorek, resp. graficky vyznaceny. U vSech prikladd byly doplnény v hranatych zavorkach
Udaje metra dotycné ¢asti hudebniho ¢isla, k némuz kadence patfi.

51) -y. [Novotny, Vaclav Juda]: Ceska zpévohra. (Hugenoti.), Narodni listy, rog. 18, 9. 3. 1878, &. 62, s. [3].
52) Pivoda jednou v souvislosti se zpévackou Giuseppinou Vitali hostujici v Praze vyslovil pfimo politovani nad
tim, Ze neexistuje zadznam zvuku: ,Plus le temps aproche ou elle [= Giuseppina Vitali] cessera de nous faire
entendre sa voix d‘ange, plus je deviens triste a cause d‘impossibilité de photographier son admirable chant !“
(Pivodiv dopis Raffaeli Vitalimu 20. 7. 1869. Copir-Buch. NM-CMH, fond FrantiSek Pivoda, inv. &. 8672, sign.
H IV/3, fol. 146-147, citat fol. 146.)
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Verdi: Il trovatore, Atto IV, No. 19 Recitativo ed aria (Leonora)
Pivoda: SI&. z Ehrenbergti I, No 8

Verdi: La traviata, Atto |, No. 8 Recitativo ed aria (Violetta)
Pivoda: SIC. z Ehrenbergi |, No. 5
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Rossini: Il barbiere di Siviglia, Atto |, No. 9 Finale | (Rosina)
Pivoda: SIE. z Ehrenbergt |, No. 7
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Rossini: Il barbiere di Siviglia, Atto |, No. 9 Finale | (Rosina)
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Donizetti: La Fille du régiment, Acte |, No. 2 Duo (Marie)
Pivoda: Op. 106 B, No 46

Donizetti: La Fille du régiment, Acte |, No. 2 Duo (Marie)
Pivoda: Op. 106 B, No. 47

Donizetti: La Fille du régiment, Acte Il, No. 8 Trio (Marie)
Pivoda: Op. 106 B, No. 51

Meyerbeer: Les Huguenots, Acte I, No. 7 Entr'acte et air (Marguerite de Valois)
Pivoda: Op. 106 B, No. 52

11.

Meyerbeer: Les Huguenots, Acte I, No. 7 Entr'acte et air (Marguerite de Valois)
Pivoda: Op. 106 B, No. 53
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The Cadenzas of Eleonora
z Ehrenbergt!

MILAN POSPISIL

or his treatise titled Nékteré pokyny o kadencich a jich provedeni (Some Instructions

Concerning Cadenzas and Their Performance), the voice teacher FrantiSek
Pivoda (1824-98) prepared a practical part called Fermaty (Cadenzas), Op. 106. The
publication of the practical part did not come to fruition, but Pivoda’s papers deposited
in the Czech Museum of Music in Prague include sketches for it and materials intended
for the engraver. Among these preparatory materials we find thirty-one cadenzas used
by the coloratura soprano Eleonora z Ehrenbergl (1832-1912) taken from her own
musical notations thereof. Materials from her estate held by the Theatrical Division
of the National Museum in Prague include many sources pertaining to her variants
of ornamental singing. Some of them are anonymous, and their identification is very
difficult. Analysis of the set of cadenzas copied by Pivoda confirms her renown as
a singer comparable to leading vocal artists elsewhere in Europe.

Eleonora z Ehrenbergli - FrantiSek Pivoda - opera of the nineteenth century - operatic
cadenzas - opera singers of the nineteenth century - Czech opera theatre in Prague -
anthologies of variants used by singers - musical notation of operatic cadences

At the end of his Nova nauka zpévu (New Instruction Book in Singing), the voice teacher
and composer FrantiSek Pivoda (1824-98) discussed operatic cadenzas, distinguishing
various types and explaining his conception of sample cadenzas that, in written form,
were to serve for practical use.? He then wrote separately an even more extensive

1) This study came into being with financial support from the Ministry of Culture of the Czech Republic, as
part of institutional financing of long-term conceptual development of the National Museum as a research
organization. The author is grateful to all those who helped him in his work. Emilio Sala made available an
important dissertation (Lanfossi, Carlo Giorgio: Il problema delle variante di tradizione nell’opera italiana
ottocentesca: il caso di Luigi Ricci, Universita degli studi di Milano, Facolta di lettere e filosofia, 2004-2005),
as well as a publication that is inaccessible in the Czech Republic (see note 4). Dagmar Stefancova allowed
me to study the entire Frantiek Pivoda Collection of the Czech Museum of Music (Ceské muzeum hudby or
CMH), a part of the National Museum (Narodni muzeum or NM). Lenka Saldova drew attention to important
sources in collections of the Theatrical Division of the National Museum which are deposited in Terezin and
difficult of access. Matéj Docekal sought out partbooks used by Eleonora z Ehrenbergti in the library of musical
manuscripts and prints of the National Theatre in Prague. Jitka Ludvovéa provided information on the singer
Zelia Trebelli, who sang at the Estates Theatre. Dagmar Kalousova digitalized relevant sources in the FrantiSek
Pivoda Collection of the Czech Museum of Music. Jana Plecita edited digital photographs of source materials
pertaining to Eleonora z Ehrenbergli in the Theatrical Division of the National Museum and prepared the
pictorial illustrations from materials held by the Bedfich Smetana Museum (Muzeum Bedficha Smetany, MBS),
also part of the Czech Museum of Music. Finally, Eduard Spacil transcribed the musical examples.

2) PIVODA, FrantiSek: Nova nauka zpévu pro Skoly obecné, méstanské a stredni jakoZ i pro Ustavy pévecké
a hudebni vibec od prvnich pocatkl aZ k dokonalému vyucéeni. Sepsal [...] (New Instruction Book in Singing
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discussion of this topic titled Nékteré pokyny o kadencich [...] (Some Instructions
Concerning Cadenzas [...]), which he published both in Czech and in German.?

Pedagogical use not only of his own instructive compositions but also of excerpts
from operas and their sung variants coming from the live performance tradition gives
Pivoda’s conception a place among voice method books that contain instructions for
performance of ornamental singing as well as cadenzas with variants thereof - books
represented mainly by the works of authors like Manuel Garcia, Mathilde Marchesi, and
Luigi Ricci.# Of course the reception of Pivoda’'s works cannot be compared with that
of the method books by Garcia and Marchesi, disseminated in translations all over the
world, nor with the anthology of Ricci which is still being used and reprinted today.

Pivoda’s Nova nauka zpévu was originally issued in instalments starting in 1879;
the last instalment, containing the chapter on cadenzas, is from 1883. The separate
discussion of cadenzas, Nékteré pokyny o kadencich [...], is undated but refers to
Eleonora z Ehrenbergl as ‘the former excellent virtuoso singer of the Czech opera,’®
meaning it must have been published in 1885 or later.

The final instalment of the theoretical part of Nova nauka zpévu® announces, as the
last volume of its practical part, a publication to be titled Fermaty. Shirka nejptvabnéjsich
a nejucinnéjsich fermat, jak se nalézaji v skladbach proslulych mistrt, aneb jak se objevuji
v provedeni slavnych pévcl - Privod piana (Fermatas [i.e. cadenzas to be inserted
where there are fermatas]: A Collection of the Most Charming and Effective Fermatas
Found in Compositions by the Famous Masters, or As They Appear in Performances by
Famous Singers - Piano Accompaniment). This, Pivoda’s Op. 106, is also advertised in
the Russian version of his Nova nauka zpévu,” as well as in an abridged edition from
1927 of his Skola zpévu elementérniho (Instruction in Elementary Singing).8 However, in
Vladimir Horék’s book on Pivoda no such item appears in the list of his compositions.®

for Primary, Townspeoples’, and Secondary Schools As Well As for Institutes Devoted to Singing and to Music in
General, from the First Beginnings to Perfect Mastery, Written by [...]), Ed. Grégr & Ed. Valecka, Prague s.a., p. 290.
3) PIVODA, FrantiSek: Nékteré pokyny o kadencich a jich provedeni. Ku potfebé svych chovanct sepsal [...], majitel
a spravce pévecké skoly v Praze. German version (title equivalent to the Czech version): Einige Winke (iber Kadenzen
und ihre Behandlung. Zum Gebrauche fiir seine Schliler verfasst von [...], Inhaber und Leiter einer Gesangschule in
Prag. (Meaning in English: Some Instructions on Cadenzas and Their Execution, Written for the Needs of His Pupils
by [...], Owner and Director of a Singing School in Prague). Both versions self-published, Prague s.a.

4) GARCIA, Manuel: Ecole de Garcia: traité complet de I'art du chant par Manuel Garcia fils, Schott, Mainz and Paris
1840 (Vol. 1) and 1847 (Vol. 2). MARCHESI, Mathilde: Variantes et points d’orgue composés pour les principaux airs du
répertoire par [...] pour les éléves de ses classes de chant, Heugel & Cie, Paris copyright 1900. - RICCI, Luigi: Variazioni
- Cadenze - Tradizioni (Vol. | - Voci femminili), Ricordi, Milan 1937; (Vol. Il - Voci maschili), Ricordi, Milan 1937;
(Appendice | - Voci miste), Ricordi, Milan 1939; (Appendice Il - Variazioni e cadenze di G. Rossini), Ricordi, Milan 1941.
5) Nékteré pokyny o kadencich [...], (op. cit., note 3), p. 9.

6) Op. cit. (note 2), Sesit V. (Book Five), Ed. Grégr and Ed. Valecka, Prague 1883.

7) PIVODA, Frantisek: Nov'yshaya metoda prepodavaniya p'niya s samago nachala do polnoy obrabotki golosa
sostavlena Francom’ Pivoda. Sobstvennikom pevcheskago instituta ve ch. Prage, self-published, Prague s.a.
8) PIVODA, Frantisek and HERMAN, Antonin: Skola zpévu elementérniho: pro $koly obGanské, stiedni a pro Ustavy
ucitelské; dle metody tonaini a intervalové [...] (School of Elementary Singing for Primary and Secondary Schools and
for Teachers’ Institutes, According to the Tonal and Intervallic Method [...]), Pivodova pévecka Skola, Prague 1927.
9) HORAK, Vladimir: Frantisek Pivoda pévecky pedagog (FrantiSek Pivoda, Voice Teacher), Universita J. E. Purkyné,
Brno 1970 (Writings of the Pedagogical Faculty in Brno). List of Pivoda’s compositions on pp. 123-132.
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Moreover, there is no such publication in Pivoda’s papers deposited in the Czech Museum
of Music, and searching for it in Prague music libraries has also been fruitless so far. It is
unlikely that this work, if in fact published, would not be held by any of the libraries where
inquiries have been placed. So we may suppose that, for unknown reasons, the expected
publication of Pivoda’s Op. 106 did not come to fruition.

And yet the treatise Nékteré pokyny o kadencich [...], like the final instalment of Nova nauka,
also refers to a practical part, and to individual examples numbered from 1 to 90. Without
these examples, all its characterizations and instructions are incomprehensible and unusable,
because in the large majority of cases the text of Nékteré pokyny o kadencich [...] itself does
not even say what opera is involved. If the musical notation of the cadenzas was not published,
then it is clear why Pivoda’s work cannot be considered a Czech contribution comparable to the
above-mentioned works from elsewhere in Europe, because the author’s intention remained
only a torso as concerns the possibility of having an effect on the public.

However, the materials preserved from Pivoda’s estate do include a file with the label
Rukopis ,Fermaty” (Manuscript - ‘Cadenzas’),’® containing hand-written comments,
musical manuscripts, and an engraver’s copy for Op. 106. The engraver’'s copy is
remarkable in that the only verbal annotation intended for the engraver, written in blue
pencil, is in Czech. Thus the engraving of the musical notation was not to be executed by
Engelmann and Muhlberg in Leipzig as usual, but by a Czech firm. The engraver’s copy
and even more the folia bearing preparatory musical notation of the cadenzas show
strong signs of wear, attesting to heavy usage. This might explain the fact that Pivoda
could do without the printed form in instruction at his own institute.

From the preserved material we can form at least an approximate idea of the intended
appearance of the anthology of operatic cadenzas. A discussion of all of Pivoda’s Op. 106 is not
the subject of this article; nevertheless it is necessary to outline briefly its content and sources.
Pivoda divides his examples of cadenzas into two groups. In Nova nauka zpévu he writes:

Under ‘A’ I have assembled obligato cadenzas [cadenzas to be performed as the
composer wrote them| - excerpts from various operas of first-class value. Assembled
in ‘B’ are optional cadenzas with appended variants.!!

Pivoda chose the cadenzas from French, Italian, and German operas: Bellini’'s Norma;
Boieldieu’s La Dame blanche; Donizetti’'s La Fille du régiment, Linda di Chamounix,
Lucia di Lammermoor, and Lucrezia Borgia; Flotow’s Alessandro Stradella and Martha;
Gounod’s Faust and Roméo et Juliette; Halévy's La Juive; Kreutzer's Das Nachtlager in
Granada; Meyerbeer’s L'Africaine, Dinorah, Les Huguenots, Le Prophéte, and Robert le
Diable; Nicolai’'s Die lustigen Weiber von Windsor; Rossini’s Guillaume Tell and Tancredi;
Thomas’s Mignon; Verdi’'s Un ballo in maschera, La traviata, and Il trovatore; and
Weber’s Der Freischtitz. We shall focus on variants of their cadenzas engendered by
performance practice, which were to be given in group B.

10) NM-CMH, Frantisek Pivoda Collection, inventory no. 8692 a, b; carton 1627; shelf mark H VI/5.
11) Op. cit. (note 2), p. 290.
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Pivoda wrote of these variants in Nova nauka:

Some of these are of special interest to us in part because of their origin as original
creations of distinguished performing artists, [including] domestic [artists] such as
Miss z Ehrenbergt, Miss Sittova, Miss Reichova, and Mr. Josef Lev [...]."2

Without exception each of the singers named here was ‘first’ in her or his Fach at
the Czech opera: Marie Sittova (1852-1907) and Irma Reichova (1859-1930) were the
leading dramatic singers among women (incidentally both of them pupils of Pivoda),
while Josef Lev (1832-98) was the leading baritone. We have sufficient evidence of
respect for their vocal art on the part of composers. For example Smetana wrote two
arias inserted into his operas for Lev,** and he allowed Sittova to change the end of the
aria of Anezka in Dvé vdovy (The Two Widows) for the sake of greater effect.”* Dvorak
for his part modified the last several phrases of the part of Xenia in Dimitrij for Irma
Reichova for similar reasons, and in the same opera added a coda including a cadenza
to Marina’s toast for Sittova, which according to reviews she then performed in further
variants.?® Pivoda was certainly justified in considering their variants of cadenzas to
be exemplary.

Pivoda also refers to another source for the variants of cadenzas, saying that some
of them originated ‘through the art of outstanding guests who have sung in our country,
such as the Marchisio sisters, Giuseppina Vitali, Aglaja Orgeni, lIma Murska, and Ostava
Torriani.’*¢ All these singers, who appeared as guests in the Czech theatre in Prague from

12) |Ibid.

13) After completing Branibofi v Cechach (The Brandenburgers in Bohemia), but before its premiere, Smetana
added to Act Ill, Scene 1 Tausendmark’s aria ‘O, kéZ bych nikdy z cesty pravé [...] Tv(jj obraz, divko’ (Oh, had | never
from the true path [...] Your image, maiden). In Tajemstvi (The Secret) he added an aria for Kalina in Act I, Scene 1,
‘Nac o tom dale badat? [...] Med radosti plnymi dousky chci pit’ (Why belabour it further? [...] | want to drink the honey
of joy to the fullest) after the premiere; it was not until the eleventh performance that Lev sang it for the first time.
See the preface and editorial report by FrantiSek Barto$ in SMETANA, Bedfich: Branibofi v Cechéch. Zpévohra ve
trech jednanich [...]. Partitura (The Brandenburgers in Bohemia: Opera in Three Acts [...] Score), Museum Bedficha
Smetany and Narodni hudebni vydavatelstvi Orbis, Prague 1952 (Study Edition of the Works of Bedfich Smetana 9),
pp. Xlll and 638. And SMETANA, Bedfich: Tajemstvi. Komicka zpévohra ve tfech déjstvich [...]. Partitura (The Secret:
Comic Opera in Three Acts [...] Score), Museum Bedricha Smetany and Statni nakladatelstvi krasné literatury, hudby
a umeéni, Prague 1953 (Study Edition of the Works of Bedfich Smetana 10), pp. X and 531.

14) Aria of Anezkain Act Il, Scene 5, ‘Odchéazeji spolu k radosti [...] Aj, jaky to krasny den [...] J&, ach, jedina tu mezi
vSemi Stastnymi a blaZzenymi’ (They depart together to their joy [...] Oh, what a lovely day [...] | - alas, the only one
here among all the happy and blessed ones). The conductor Adolf Cech reported that Sittova had told him this aria
‘is too long and that in the Allegro she can’t be heard - that | should make a cut and in the Allegro move her voice
to a higher position.” Letter of Adolf Cech to Smetana, 30 Mar. 1881, autograph NM-MBS S 217/573. Smetana
entrusted the requested adaptation to Cech, but with the reservation ‘that | allow the changes to this aria out of
special respect only to Miss Sittova ad personam; [...]. But Miss Sittova has full authorization to do with the aria and
change it as she pleases!’ (Smetana’s letter to Adolf Cech, 1 Apr. 1881, autograph NM-MBS S 217/213.)

15) POSPISIL, Milan: ‘Vliiv péveckého obsazeni na koncepci prvni verze Dvorakova Dimitrije’ (The Influence
of Casting on the Conception of the First Version of Dvofak’s Dimitrij, in Z Ceského raje a Podkrkonosi (From
Cesky Raj and Podkrkonosi), Statni okresni archiv Semily, Semily 2001 (Regional Geographical-Cultural
Anthology 14), pp. 138-45.

16) Nova nauka zpévu [...] (op. cit., note 2), p. 290.
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1864 to 1878, may be counted among the top artists of their time.*” They substantially
enriched the repertoire of the Czech opera: thanks to them the first performances were
given of such works as Rossini’s Semiramide, Bellini’s | Capuleti e i Montecchi and La
sonnambula, and during the time of Smetana’s leadership Gounod’s Faust, Verdi’'s La
traviata and Un ballo in maschera, Donizetti's Don Pasquale, and the Ricci brothers’
Crispino e la comare. Above all, they demonstrated masterfully the art of bel canto -
one need only recall, for example, Smetana’s reviews of the Marchisio sisters and lima
Murska.®

In his separately-published discussion of cadenzas (Nékteré pokyny o kadencich [...])
Pivoda changed his specification of sources. Of the guest singers mentioned in Nova
nauka zpévu he now names only the Marchisio sisters and Giuseppina Vitali, while
adding the alto Zelia Trebelli who performed in Prague repeatedly from 1861 to 1878
though only in the German theatre.’® And he totally eliminates the names of domestic
soloists - except for Eleonora z Ehrenbergli, whom alone he retains as being worthy of
comparison with the said singers from abroad. In the German edition he praises her even
more strongly, referring to ‘the former excellent, musically highly educated coloratura
singer of the Czech National Theatre in Prague, Miss von Ehrenberg’.2°

(Translator’'s note. The Czech surname ‘z Ehrenberg(l’ is equivalent to the German
‘von Ehrenberg’; both may be found in period sources. In most cases apart from direct
quotations, however, we shall adopt a third variant which is the most common in Czech
literature, using the single word ‘Ehrenbergova’.)

Eleonora z Ehrenberg(l (1832-1912), the leading coloratura singer of the Czech opera
from 1862 to 1885 with two interruptions, had a voice type that did not inspire any Czech
composer to write a role expressly for her, or even to modify a role to suit her special
abilities. On the contrary, she was cast in new Czech operas only rarely, as though with
hesitation, and mostly outside her Fach. Yet as the leading coloratura she was one of
the most important pillars of the Czech ensemble, thanks to whom it was possible to
present the basic repertoire of operas from abroad at a professional level of quality. Thus

17) Barbara Marchisio (1833-1919), Carlotta Marchisio (1838-72), Giuseppina Vitali (1845-1915), Aglaja
Orgeni (real name Anna Maria von Gorger St. Jorgen, 1841-1926), lima de Murska (real name Ema Puksec,
1834-89), and Ostava Torriani (1847-7).

18) JARKA, Vaclav Hanno: Kritické dilo Bedficha Smetany 1858-1865 (The Critical Writings of Bedrich
Smetana, 1858-65), Nakladatelstvi prazské akciové tiskarny, Prague 1948, pp. 79-86, 90-92, and 173-74. -
An overview of guest performances by all the above-mentioned singers on the stages of the Provincial Czech
Theatre in Prague may be found in STEPAN, Vaclav and TRAVNICKOVA, Markéta: Prozatimni divadlo 1862-
1883 (The Provisional Theatre, 1862-83) I.-II., Academia, Prague 2006.

19) Zelia Trebelli (1838-92). Nékteré pokyny o kadencich [...] (op. cit., note 3), p. 9.

20) Einige Winke Uber Kadenzen [...] (op. cit., note 3), p. 11: ‘die ehemalige ausgezeichnete, musikalisch
hochgebildete Koloratursangerin des Béhmischen Nationaltheaters in Prag, Frl. von Ehrenberg’. By contrast
he once rebuked Marie Sittova, who after Ehrenbergova’s departure took over her function of performing
coloratura roles at the National Theatre, for her personal variant of a cadenza in the former showcase role of
her predecessor - Marguerite de Valois in Les Huguenots: ‘We recommend to the first lady [= Marie Sittova]
that she omit the inserted cadenza, which in its lack of good taste seriously threatened the extraordinarily
favourable impression made by her masterful performance.’ [PIVODA, FrantiSek]: ‘Hugenotté’ (Les Huguenots),
Hudebni listy (Musical News), Vol. 7, No. 3 (25 Jan. 1889), p. 18.
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we need not wonder that Pivoda, a teacher and advocate of bel canto, in the end named
only her among Czech singers in his separate discussion of cadenzas.

We might mention that Pivoda’s view of Ehrenbergova was not always so laudatory, as
concerns her person and her position as the coloratura prima donna of the Provisional
Theatre. After Bedfich Smetana took over leadership of the Czech opera in 1866 her
contract was not renewed, evidently because of her alleged close personal relationship
with the outgoing conductor Jan Nepomuk Mayr: she was viewed as a representative
of the ancien régime. However, because no satisfactory replacement for her could be
found, after a year the theatre asked her to return. Pivoda (who at the time still supported
Smetana as head of the Czech opera) was quite displeased about this, because
competition from a prima donna of her stature and renown reduced the chances of his
own pupils receiving roles.?

The question of whether the different specifications of performers from whom
cadenzas were taken in the two versions of Pivoda’s theoretical discussion reflected
a change in selection of cadenzas for publication must remain unanswered, because
Pivoda’s engraver’s copy for the cadenzas - by contrast with Luigi Ricci’'s anthology - does
not give any names of singers at all.?? One could make some progress toward determining
the authorship of some of the cadenzas by comparing them with the repertoires of
domestic and foreign singers, but this would still be only one range of possibilities. This is
easier in the case of several examples for baritone, especially because in his preparatory
materials for Op. 106 Pivoda noted in pencil by the cadenza of Luna in Il trovatore ‘like
Lev’, and we then find the same cadenza in the engraver’s copy.?* Thus the omission of
Lev’'s name in the engraver’s copy did not mean omission of his cadenzas.

The second and last name Pivoda mentions in the preparatory materials for Op. 106
is Eleonora z Ehrenbergl. | shall now focus on only one part of those preparatory
materials - a part which as a whole was not destined for publication, but which
constitutes an especially valuable source because it contains musical notations of
Ehrenbergova’s cadenzas.

What was the concrete source for Pivoda’s notations of performance variants in
general? By contrast with oral transmission of variants used in singing, which e.g. were
communicated to Luigi Ricci mainly by the baritone Antonio Cotogni based not only on his
own practice but on that of other singers as well, and not until many years after he and the

21) When Smetana asked Pivoda to make a statement concerning the hiring of the latter’s pupil Miloslava
Havelkova, Pivoda consented to her being hired only on the condition that Ehrenbergova would not be: ‘It is
not my place to speak about the benefit or harm that will result for the domestic opera in the future should
the esteemed association [which ran the theatre] take such a step; | restrict myself to mentioning that the
experience | have had with Miss Roubalova, formerly placed next to Miss z Ehrenbergl in our opera, does
not allow me to wish to see any of my pupils alongside this lady ever again!’ From Pivoda’s draft of a letter to
Smetana of 9 May 1867. Autograph NM-MBS S 217/788.

22) The only name Pivoda gives in association with a particular cadenza is in the text of Nékteré pokyny [...]
(op. cit., note 3), pp. 11-12: Zelia Trebelli.

23) Op. cit., note 10. In the preparatory materials this cadenza is numbered 97, in the engraver’s copy 89.
In Nékteré pokyny (op. cit., note 3), p. 13 he comments on this cadenza without mentioning any singer.

Musicalia 1-2 / 2012 B 61



A vr [ ev] et

IFNE

izl e ela

|

ol
=
tAT

Plan jevisté a hledisté Prozatimniho divadla /
Plan of the stage and seating area of the Provisional Theatre
NM-CMH-MBS M 216

others had actively performed them,? Pivoda relied entirely on his own direct experience:
he heard in person all the singers to whom he refers. We may consider it certain that
he knew the standard operatic repertoire from memory and was able to distinguish and
remember changes made by individual singers in the cadenzas. Moreover, as a respected
figure in the Prague musical world he was surely able to gain access to guest artists and
to ask them for a written record of a cadenza if he so desired.

24) ‘Levariazioni, cadenze e tradizioni da me raccolte, mifurono date - in gran parte - dal Cotogni; e vennero
eseguite dalle pil grandi celebrita del secolo passato: Patti, Boccabadati, Borghi-Mamo, Stolz, Albani, Mario,
Masini, Gayarre, Stagno, Duprez, Tamberlik, Lablache, Nannetti, Fraschini, Graziani, Maurel ecc.” RICCI,
Vol. | (op. cit., note 4), p. [IV].
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In the case of Ehrenbergova it is demonstrable that Pivoda relied on her own written
musical notation. Among materials preserved from her estate in the Theatrical Division
of the National Museum we find a partbook for the role of Annetta in the opera Crispino e
la comare by the brothers Federico and Luigi Ricci - a hardbound book of staff paper in
upright format bearing the golden initials ‘E. v. E.”.2% Written in pencil and ink on the first six
folia, before the beginning of the actual part of Annetta, are about sixty cadenzas, some
designated as being for operas by Auber (La Muette de Portici), Bellini (Norma), Donizetti
(La Fille du régiment and Lucrezia Borgia), Dorstling (Eva Hlyna), Flotow (Alessandro
Stradella), Glinka (Ruslan i Lyudmila), Hérold (Zampa), Rossini (Guillaume Tell), and Verdi
(Ernani and Il trovatore), while others bear no headings. On the back of this partbook’s title
page is a note in pencil: ‘Prof. Pivoda 34 Cadenzen gegeben’ (thirty-four cadenzas given to
Prof. Pivoda), which proves that Pivoda had notations of cadenzas directly from the singer.

Pivoda copied a total of thirty-one cadenzas from Ehrenbergova on a single folio headed
‘SI¢. z Ehrenbergl I’ (Miss z Ehrenbergli 1) and a bifolio headed ‘SI¢. z Ehrenbergl II'.
The individual folio, bearing seven cadenzas, names the operas Les Huguenots (three
cadenzas) as well as La Muette de Portici, La traviata, La Fille du régiment, and Il barbiere
di Siviglia. None of these cadenzas, however, was copied from Ehrenbergova’s Crispino
e la comare partbook, or at least none of them is found in that source today. Thus it is
clear that Pivoda must have had a different source.

Pivoda'’s bifolio headed ‘SI¢. z Ehrenbergl II' contains twenty-four numbered cadenzas.
Noted in pencil by the first of them is ‘Rosenfee Halevy’ (La Fée aux roses by Halévy),
and by numbers 17-24 we find the annotation that they belong to La Fille du régiment.
However, for most of the cadenzas the title of the opera is not given. By number 2 is
written in pencil only ‘Cadenz zwischen zwei Satzen’ (cadenza between two movements).

In this case most of the cadenzas were copied from Ehrenbergova’s partbook for
Annetta in Crispino e la comare, in which we find a mark in red pencil next to some
of those that Pivoda copied. By comparing the copies made by Pivoda with their
models written by Ehrenbergova we can determine that the cadenzas he numbers 3
and 4 are from Norma, while number 5 belongs to Lucrezia Borgia, numbers 6-8 are
from Il trovatore, and number 13 is from Alessandro Stradella. Written in pencil on
the staff below this last-mentioned cadenza in Ehrenbergova’s Annetta partbook is
Pivoda’s cadenza number 11. From this same source come the cadenzas numbered by
Pivoda 1 (from La Fée aux roses), 2, 9, and 10, all written in Ehrenbergova’s partbook
on fol. [3] recto without indication of the opera or operas to which they belong. Here
Ehrenbergova used empty staves between Norma and Tell to write additional cadenzas
from various operas, of which she named only Ernani. Similarly Pivoda’s cadenza
number 16 is found in Ehrenbergova’s partbook, written in pencil (together with two
other cadenzas) on the staves beneath Eva Hlyna. Pivoda’s remaining numbers 12, 14,
and 15 do not correspond to any of the cadenzas in Ehrenbergova’s Annetta partbook,
which fact we can regard as further evidence that she provided Pivoda with additional

25) Theatrical Division of the National Museum, C 2506/5.
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materials.

Among the above-mentioned Ehrenbergova materials held by the National Museum we
also find - within a large file of correspondence, repertoire lists, clippings, etc. - a folder
containing printed and manuscript musical notation headed Koncerty - || pisné || jeji
kadence (Concerts - // songs // her cadenzas).?® This material is very diverse, ranging
from copies of songs and whole arias through one- and two-voice operatic cadenzas and
cadenzas for practice, to pencil sketches of coloratura passages. The cadenzas bear no
indication of the role or the opera to which they belong, with only a few exceptions such
as Adam’s Sij’étais roi, Auber’s Le Dieu et la Bayadére, Donizetti’s Lucia di Lammermoor,
and Rossini’s La Cenerentola and Otello. One item is a fragment (the end) of an aria from
the opera La Fée aux roses (with text in both German and Czech), containing a cadenza
identical to that in Ehrenbergova’s Crispino e la comare partbook which, as mentioned,
Pivoda copied onto the bifolio headed ‘SI¢. z Ehrenbergl II'. A folio headed in pencil
‘Cenerentola’ contains among other things Pivoda’s cadenza no. 11, with a note in red
pencil ‘do es’ (in E flat); this, too, is found in the Crispino e la comare partbook. We do not
find here any models for Pivoda’s above-mentioned anonymous cadenzas numbered 12,
14, or 15, nor for any of the cadenzas he copied on the folio ‘SI¢. z Ehrenbergli I'. Thus
this folder of materials is of no help in determining Pivoda’s source for the cadenzas not
found in Ehrenbergova’s partbook for Annetta.

Of course Ehrenbergova did not need to note for herself to what opera and what place
in the opera each cadenza belonged. Her notations served only for her own needs, so
that identification of cadenzas lacking headings in the folder of musical manuscripts just
described and in her partbook for Annetta presents an almost impossible task. Only in
a few cases can a cadenza be identified easily based on the sung text and on knowledge
of the broader musical context.?” In some cases fragments of underlaid text (mostly in
German) might be of help.

In view of the size of Ehrenbergova’s operatic and concert repertoire one cannot rely
on preserved partbooks. Only two that she used are found today among materials held
by the National Theatre, both of them for Mathilde in Guillaume Tell.?® Apart from one
pencil annotation of a variant in the conclusion of No. 10, ‘Récitatif et Duo’ (Mathilde and
Arnold), in a part book from which other singers sang after Ehrenbergova,?® there are no
notations of any individual variants - these are simply copies of the part written out from
the score, as attested by use of the soprano clef.

A possible reason why so few partbooks from which Ehrenbergova sang have been

26) Ibid., C 3904/30.

27) E.g. cadenzas from L'Africaine for the roles of Inés (I, Ne 1 Scéne et romance; I, Ne 7 Finale) and Sélika
(I, Ne 4 Air du someil), 1 folio, manuscript in ink, Theatrical Division of the National Museum, ¢ 3904/30.

28) Vilim Tell. Mathilda. Manuscript, 15 fol., upright format, on the envelope the stamp ‘Kral. Ceské zemské
divadlo’ (Royal Czech Provincial Theatre). Annotations (in Czech): ‘By order of the director Miss-Gtaserova Miss
Reichova the charming Miss Bila Miss-zEhrenbergt.’ - Tell. Mathilda. Manuscript, 14 fol., upright format, on
the envelope the stamp ‘Kral. ¢eské zemské divadlo’. Annotation (in Czech) ‘Miss z Ehrenberg(i’. National
Theatre, library of musical notation, shelf mark H 102.

29) Vilim Tell, ibid., top of fol. 6 verso.
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preserved among the National Theatre’s performing materials is provided by the above-
mentioned Ehrenbergova materials in the National Museum: they contain several written-
out parts belonging to her core repertoire that were her personal property, and which she
used during her engagements with various theatres undoubtedly for the whole duration
of her career. Besides the role of Annetta in Crispino e la comare one finds here Zerlina in
Mozart’s Don Giovanni, Angéle in Auber’s Le Domino noir, Norma in Bellini’s opera of that
title, and Isabelle in Hérold’s Le Pré-aux-clercs, as well as an aria from Adam’s Giralda
(lll, 10 bis Entr’acte et Air) that Ehrenbergova inserted at the beginning of Act Ill of La
Dame blanche, and finally a concert coloratura waltz Il bacio by Arditi that she sang in the
role of Rosina in Il barbiere di Siviglia.*° Comparison of Pivoda’s unidentified cadenzas
with variants in these partbooks, however, has yielded no results.

These partbooks preserved among materials from Ehrenbergova’s estate account for
only a small fraction of her repertoire, which encompassed 132 roles.3* Nevertheless
they and her separate notations of cadenzas demonstrate that she carefully prepared her
cadenzas and modifications of coloratura passages, and fixed them in musical notation.
Such a large quantity of vocal variants and cadenzas captured in musical notation
coming directly from the possessions of the singer who performed them constitutes,
e.g. in comparison with the rather unclear manner of transmission that formed the basis
for Luigi Ricci’s anthology,®? a source of extraordinary importance, even though largely
difficult to interpret.

Until more information is acquired, we cannot answer the question of the origin even
of those variant cadenzas for which we know to what opera and to what passage they
belong, because, mainly due to lack of sufficient sources, vocal variants in European
performance practice in general have been studied only in part. As a rule the performer
of a certain change that has been noticed has been considered its author.3® However,
adoption from other performers of models that had proven successful (e.g. among
Ehrenbergova’s notated cadenzas those headed ‘Cadenzen zu Norma von Madame
Pauline Viardot-Garcia’)?* was completely in accord with customs of the period. Such
a practice on Ehrenbergova’s part is confirmed by reviews. For example a review of her
debut (in Leipzig) in the title role in Dinorah confirms that when just beginning her career
she learned from her predecessors:

30) Theatrical Division of the National Museum, C 2506/1, 2506/2, 2506/3, 2506/22, 3904/30, and
2506/11.

31) This number is given by Ehrenbergova herself in her brief autobiography. Autograph: ibid., C 1549.

32) Ricci drew mainly on orally-transmitted tradition communicated to him by Cotogni. Written sources he
may have had, e.g. written notation of variants used by the singers Barbara and Carlotta Marchisio - see RICCI
(op. cit., note 4), Vol. |, Nota dell’autore, p. [IV] - are not identified sufficiently and are today apparently lost.
33) ‘Alcune di queste cadenze sono originali degli stessi autori.” Ibid. Concerning the transmission and
authorship of cadenzas see Lanfossi (op. cit., note 4), especially the chapter ‘Introduzione all’opera’ in the
part titled Le «Variazioni - Cadenze - Tradizioni», pp. 21-29, and the chapter ‘I tipi di fonti e il confronto con la
raccolta di Ricci’ in the part titled Le varianti di tradizione del Rigoletto di Giuseppe Verdi, pp. 42-45.

34) Cadenzas for the duet of Norma and Adalgisa, 1 folio, manuscript in ink, Theatrical Division of the
National Museum, C 3904.
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That Miss von Ehrenberg has taken the so-admirable performance of Frau Biirde-Ney
in this role as a model, that she has learned much from that great artist in both singing
and acting, speaks not only for the seriousness of her artistic strivings, which here
too have proved successful, because if Miss von Ehrenberg were not a talented and
educated representative of her Fach she would not have been in a position to emulate
her great model in this manner and with such a fortunate outcome.?®

Later, during her long-term engagements in Prague, she adopted variants from
colleagues who appeared there as guests:

Of the house artists it was Miss z Ehrenbergti who performed best, using in the role of
Lucia several fioratura passages introduced here by Miss Orgeni.>®

The items of musical notation in the National Museum’s materials from
Ehrenbergova’s estate offer very rich material for studying the process by which
coloratura ornamentation was disseminated. For example changes written in pencil into
the printed piano-vocal scores of Rosina’s cavatina and her duet with Figaro (both printed
separately) in Il barbiere di Siviglia provide a unique source for comparison in examining
performance variants of these numbers.?” Here | shall restrict myself to a selection from
among the cadenzas that Ehrenbergova provided to Pivoda to be published for purposes
of teaching and for use on the stage.

Ehrenbergova’s cadenzas show a very wide range of types of changes made to what the
composers prescribed. For example a cadenza of Leonora in Il trovatore as written by Verdi
(Example 1) is changed only modestly (Example 2), with virtuosic enrichment - reaching
up to db® (two octaves and a semitone above middle ¢) as the highest tone instead of the
original bb? - but also a certain simplification, whereby Verdi’s skips of a sixth and a fifth in
the melodic elaboration of the dominant seventh chord are replaced by diatonic stepwise
motion. But a cadenza of Violetta in La traviata is a completely different matter. If we
compare Ehrenbergova’s version (Example 4) with what Verdi wrote (Example 3) and with
the changes found in the instruction books of Mathilde Marchesi and Luigi Ricci,*® we see
that Ehrenbergova’s cadenza is a creation having nothing in common with any of the others.
If the unidentified cadenzas show a similar degree of departure from the original and from
other variants in use at the time (a sufficiently representative selection of which may be

35) F. [Ferdinand] Gleich: ‘Stadttheater. Meyerbeers neueste Oper ,die Wallfahrt nach Ploérmel“ [...].
Clipping from the magazine W. Bloch’s Theater-Zeitung with no further identification, on or after 13 May 1860,
ibid., € 3905, p. 131. For the German original of the quoted passage see the Czech version of this article.

36) This pertains to Ehrenbergova’s performance in Lucia di Lammermoor on the occasion of a guest
appearance by Gustav-Hippolyt Roger. Roger’s performances followed directly after those of Aglaja Orgeni. See Ces.
[author’s insignia]: ‘Divadlo’ (Theatre), Narodni pokrok (National Progress), Vol. 1, No. 177 (17 June 1868), p. [3].
37) Il barbiere di Siviglia. Melodramma buffo in due atti di Sterbini. Posto in musica da Gioachino Rossini,
Giovanni Ricordi, Milan s.a. No. 11. Cavatina ‘Una voce poco fa’; [Duetto] ‘Dunque io son [...]". Theatrical
Division of the National Museum, C 2506/24.

38) MARCHESI (op. cit., note 4), p. 85; RICCI (op. cit., note 4), Vol. |, p. 83 and Vol. lll, p. 57.
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found in the books of Marchesi and Ricci, each of whom gives the mentioned cadenza from
La traviata in nine different variants!),3® then the difficulty of identifying them is clear.

Ricci's anthology states for each cadenza the composer, the title of the opera, the
role, and the act, as well as page and measure numbers in piano-vocal scores. Likewise
Marchesi indicates at least the musical numbers and the measure numbers. Both
Ricci and Marchesi then present the cadenza with the needed context in the vocal line,
sometimes even with piano accompaniment.

Pivoda’s Op. 106, by contrast, gives only the cadenza itself with the title of the opera
and the role to which it pertains, but with no information as to where it belongs in the
opera (and without accompaniment, even though such accompaniment is promised in
the announced subtitle). Thus in Pivoda’s notations the precise placement of the cadenza
is ot completely certain. In his preparatory materials he indicated at least roughly the
operatic numbers where cadenzas that are mentioned belonged, but he did not provide
such information in his notations of Ehrenbergova’s cadenzas, apparently because they
were not intended as a whole for publication.

Thus for example on the folio headed ‘SI¢. z Ehrenbergl I’ the last cadenza,
numbered 7 (Example 5), is marked as coming from Il barbiere di Siviglia. The pencil
heading in German, ‘Barbier bei der Bez von’, is incomprehensible, but in view of the key
signature of four flats this can only belong to Finale I, Andante, 12/8, in A flat major. This
passage was usually modified in performances, because in the original part of Rosina
(Example 6), written for alto, it lay too low for coloratura sopranos. In comparison with the
tradition represented by Marchesi and Ricci, however,*? and also with Ehrenbergova’s own
other cadenzas, relatively short, the length of this melisma (on the last beat of a measure)
corresponds rather to the cadenza at the end of an aria than to Rosina’s little solo at the
beginning of the slow section of the final ensemble. A possible explanation might be that
Ehrenbergova took great liberties in her roles, going beyond the customs of the time, and
expanded cadenzas substantially even in places where this was not normally done.

Another kind of problem in identification is indicated by the example from an aria in
Halévy’'s La Fée aux roses, which was not performed in Prague in either the German
or the Czech theatre. Ehrenbergova apparently inserted this aria into a different opera,
which at the time was a common practice, well-known in performances she gave and
documented repeatedly in reviews.*

39) Pivoda himself gives two variants of this cadenza in his Op. 106, in addition to what Verdi prescribed.
Op. cit. (note 10), part B, cadenzas numbered 80-82.

40) Marchesi shows two variants for this passage (op. cit., note 4, p. 22); Ricci gives three (op. cit., note 4,
Vol. |, p. 14).

41) She alternated among items in her repertoire of inserted arias even in various performances of a single
work. For example, compare reviews of three of her performances in Il barbiere di Siviglia at the Provisional
Theatre. On the occasion of its first performance there, in 1863: ‘Miss z Ehrenbergl was outstanding as Rosina
and had sufficient opportunity to utilize coloratura singing very well. She was rewarded by copious applause
not only for the role itself but for the insertions (by Isouard and Arditi).” See ## [author’s insignia]: ‘Divadlo.
V nedéli dne [...]' (Theatre. On Sunday [...]), Slavoj, Vol. 2, No. 7 (1 Apr. 1863), p. 141. Then on the occasion of
a reprise in 1874: ‘[I]n this whole charming role and also in the insert - concert variations by Adam (on a theme
by Mozart) - she unfolded all her splendid artistic mastery.” See xx [author’s insignia]: ‘Ceska zp&vohra’ (The
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Of the explicit references in Pivoda’s preparatory materials for Op. 106 to numbered
notations of Ehrenbergova’s cadenzas, in the end he used three variants of a cadenza of
Marie in La Fille du régiment (Examples 7-9) and two variants of a cadenza of Marguerite
de Valois in Les Huguenots (Examples 10-11).%? In his manuscript characterizations of
cadenzas written by Ehrenbergova he explicitly confirmed her authorship in one case,
describing the cadenza for La fille du régiment as follows: ‘51 virtuosic effect. Mood of
extreme impatience (Miss z Ehrenberg()’.*3

Let us now consider the whole selection of cadenzas copied by Pivoda from
Ehrenbergova from the standpoint of the vocal art she displayed in them. In the literature
it is stated that her voice reached up to 3. Mozart wrote such a tone for the Queen of
the Night in Die Zauberfléte. Smetana appreciated the fact that Ehrenbergova sang ‘the
aria in one act in the original key of F major’.#® The specification of the key is erroneous
here, because the two arias of the Queen of the Night are in B flat major and D minor,
but Smetana may have had in mind the aria ‘Der Holle Rache [...]' from Act 1,6 where
the tone 1 occurs several times, if we allow that he was judging by the key signature of
one flat.

The highest held tone in Ehrenbergova’s cadenzas is eb, while the lowest is bb below
middle c. Closing tonic tones three octaves above middle ¢ and higher do not occur in
her cadenzas (nor in Pivoda’s other cadenzas with the single exception of a cadenza
for Dinorah in the preparatory materials). Apparently it was a custom in performances
at the time to place a fermata on the preceding dominant, which Smetana criticized as
a mannerism, referring to

the emphasis usually of the penultimate tone, most of all the dominant |...|, practiced
with real self-indulgence by singers from abroad.*

Ehrenbergova was a specialist in trills, which occur relatively frequently in the
cadenzas on tones as high as c¢®. Smetana wrote of having ‘respect for the vocal art of
Miss z Ehrenbergl, especially in melismas and trills’.#® In comparison with the cadenzas

Czech Opera), Dalibor, Vol. 2, No. 6 (6 Feb. 1874) pp. 47-48, here p. 48. Finally on the occasion of a farewell
performance for her benefit upon her forced departure from the Provisional Theatre in 1876: ‘Especially after
both inserts - Adam’s variations on a theme by Mozart and an aria from Isouard’s Le billet de loterie - then after
the waltz inserted near the end, the applause was almost endless.’ [unsigned]: ‘Zpévohra. Sle¢na z Ehrenbergli
[...] (The Opera. Miss z Ehrenbergl [...]), Narodni listy (National News), Vol. 16, No. 103 (13 Apr. 1876), p. [3].
42) Inthe engraver’s copy in section B under numbers 46, 47, 51, 52, and 53. Op. cit. (note 10).

43) ‘Poznamky k op. 106’ (Notes to Op. 106). lbid. - In Nékteré pokyny (op. cit., note 3, p. 16), cadenza
number 51 is characterized as follows: ‘A state of strongly suppressed impatience’. See Example 9.

44) REITTEREROVA, Vlasta: ‘z Ehrenbergil Eleonora’, in Jitka Ludvova et al.. Hudebni divadio v Seskych
zemich. Osobnosti 19. stoleti (Musical Theatre in the Czech Lands: Prominent Figures of the Nineteenth
Century), Divadelni Gstav and Academia, Prague 2006, pp. 132-35.

45) Op. cit. (note 18), p. 98.

46) Die Zauberfléote. I, Ne 14 Aria.

47) Op. cit. (note 18), p. 79.

48) Ibid., p. 132.
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presented by Marchesi and Ricci, Ehrenbergova more often used descending and
rising chromatic scales. Clearly she was also fond of arpeggios and, for repeated tones,
staccato. Thus the notations of the cadenzas confirm traits of her singing that were
appreciated by critics:

Coloratura singing scored real triumphs here, and Miss z Ehrenbergti again proved
her rare mastery in this realm; endless roulades and cadenzas, beautiful staccato, an
amazing trill - all this flowed from the throat of our singer with such lightness and
bravura that even older visitors to the theatre were astonished.*

Different variants of the same cadenza also attest to the fact that Ehrenbergova made
changes in her parts according to the custom of the time and perhaps even improvised
according to her inclination of the moment, thus making her performances more engaging
for the audience. Again the testimony of Smetana:

This time Miss z Ehrenbergti had an especially good day and surprised us with many
exceedingly difficult fioratura passages that she tossed off with great ease.*

With her performances based on the principle not only of independent expansion
of passages composers explicitly left to the singer’s creativity, but also of occasional
variation of the melodic line at the singer’s own discretion, Ehrenbergova conformed to
a practice that was standard especially among Italian singers of her time. Her long-term
undisputed position as the leading coloratura singer in the ensemble of the Czech opera
was appreciated by Prague audiences. And reviewers were aware of it as well, especially
on the occasions of her returns after temporary interruptions of her engagement forced
by changes in the theatre’s management:

In the history of the Czech opera the name of Miss z Ehrenbergli will always occupy
a place of high honour among the foremost artists and masters of operatic singing. Over
the many years of her meritorious performances on the Czech stage the virtuosic singing
of this revered artist has always provided the audience with an unblemished experience
of all the compositions in which she has performed, and moreover she has had no small
influence on the maturing generation of Czech female singers, who have had a guide
on the path of their studies in such a perfect model. These merits were acknowledged
and appreciated most ardently by the Czech audience once more upon the most recent
appearance of Miss z Ehrenbergl in the showcase role of the queen in Meyerbeer’s Les
Huguenots. Immediately upon her first entrance in Act Il she was welcomed in a very
flattering manner, and the loud applause intensified after each of her closing cadenzas,

49) From a review of a performance of Il barbiere di Siviglia for Ehrenbergova’s benefit when she bade
farewell to the Provisional Theatre for the second time. See -f- [author’s insignia]: Ceska zpévohra (The Czech
Opera), Pokrok (Progress) 9 Apr. 1876, No. 99, supplement, p. [5].

50) Op. cit. (note 18), p. 143.
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each of which overflows with brilliant passages and other technical artistry to an uncommon
degree. And the artist mastered this whole combined apparatus of coloratura singing,
which adorns the said part, just as effortlessly and smoothly as ever before.®!

A more detailed examination of Ehrenbergova’s cadenzas and all of Pivoda’s materials
for his Op. 106 would far exceed the space limitations of this article. However, for the
time being we may be satisfied with general determination of the historical importance
of Pivoda’s work: above and beyond the pedagogical purpose he pursued, his sampling
of cadenzas documents specific variable parts of the operatic form according to customs
in singing at the Provisional Czech Theatre. We find here further confirmation that the
Provisional Theatre - especially during the time when the operatic ensemble or the
whole theatre was directed by Mayr - rarely performed non-Czech operatic repertoire
only in the form of a more-or-less successful simplification to the point of distortion.
Rather via its leading performers, both domestic and guests, it met the demands of
performance practice elsewhere in Europe at the time. From the standpoint of the
context of the notated operatic cadenzas, especially as represented by Ricci’s anthology,
Pivoda’s Op. 106 forms a contribution to this topic that, while relatively small in size, is
not insignificant and whose historical importance should be acknowledged through an
edition. As concerns the sources of variants and cadenzas found in musical manuscripts
from Ehrenbergova’s estate, they comprise material so rich and demanding for
comparative study that it deserves treatment in a lengthy specialized study, as does her
entire collection. Pivoda had only a small fraction of this material available, or in any case
used only a small fraction of it. Nevertheless his work constitutes, if only through these
several samples of the vocal art of Eleonora z Ehrenbergu, testimony of the highest value
possible prior to the invention of sound recording,®? and certainly in this, too, ranks her
among the leading coloratura sopranos of Europe at the time.

Note on the musical examples:

Pivoda conceived the publication of his Op. 106 as being bilingual, in Czech and
German, in the titles of works as well as in the sung texts, showing also original versions
in the case of French and Italian operas. In this article the examples are given with titles
and texts only in the language of the original. Pivoda’s notation is transcribed faithfully
according to his autograph, except that abbreviated notation of chromatic scales has
been written out. Editorial additions that seemed desirable are placed in parentheses
or distinguished graphically. In all the examples the time signature of the passage in the
musical number where the cadenza belongs has been added in square brackets.

51) -y. [Novotny, Vaclav Juda]: ‘Ceska zpévohra. (Hugenoti.)’ (The Czech Opera: Les Huguenots), Narodni listy
(National News), Vol. 18, No. 62 (9 Mar. 1878), p. [3].

52) In association with the singer Giuseppina Vitali, performing as a guest in Prague, Pivoda once directly
expressed regret that there was no way of recording sound: ‘Plus le temps aproche ou elle [= Giuseppina Vitali]
cessera de nous faire entendre sa voix d’ange, plus je deviens triste a cause d’impossibilité de photographier son
admirable chant!” (From Pivoda’s letter to Raffael Vitali of 20 July 1869. Copir-Buch. Czech Museum of Music,
FrantiSek Pivoda Collection, inventory no. 8672, shelf mark H IV/3, fol. 146-47, this sentence on fol. 146.)
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