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Frantisek Kysela a jeho
smetanovska scénografie

TATANA SOUCKOVA

e fondu scénografie Muzea Bedficha Smetany (MBS) je ulozen unikatni celek - sou-

bor scénickych a kostymnich navrh, skic a nacrtll k osmi Smetanovym operam,*
které vytvoril FrantiSek Kysela a Narodni divadlo je realizovalo v ramci smetanovskych
oslav v letech 1922-1924. Tyto materialy nejsou neznamé, presto si vSak zaslouzi vétsi
pozornost, nez jim byva s vyjimkou teatrologli a specialistll na smetanovskou proble-
matiku vénovana. Kratky historicky exkurz nam umozni spatfit Kyselliv pfinos v Sirsich
souvislostech.

Jesté na pocatku 20. stoleti nebylo pojeti scénografie jako integralni soucasti di-
vadelniho predstaveni obvyklé a autofi vytvarné slozky predstaveni zlstavali vétSinou
v anonymité. Jinak si nevedlo ani prazské Narodni divadlo. Na prelomu stoleti zde vystfi-
Byla ustanovena nova funkce $éfa vypravy a do jejiho &ela jmenovan Karel Stapfer
(1863-1930), nicméné zabéhnuta praxe neuvadét autory vypravy na dennich divadel-
nich cedulich se az do poloviny desatych let nezménila. Vyjimkou bylo napft. prvni na-
studovani Dvorakovy Rusalky (1901), na jejiz vypravé se podileli na pozvani Jaroslava
Kvapila hned dva vyznamni umeélci - Ferdinand Engelmdller a Jan Kotéra, jejichzZ tvorba
pro divadlo vSak byla ojedinéla.

Spolu s novym feditelem nastoupili Jaroslav Kvapil do vedeni ¢inohry a Karel Kovarovic
do &ela operniho souboru. Ve srovnani s Subertovou érou byla sice jejich préace posuzo-
vana jako progresivnéjsi, avSak o skute€né moderni divadlo se pokousSela jina prazska
scéna - Méstské divadlo na Kralovskych Vinohradech. Divadlo na Vinohradech bylo slav-
nostné otevieno v roce 1907 a do roku 1919 v ném vedle ¢inoherniho ansamblu plsobil
i operni a operetni soubor. V roce 1910 se stal lektorem a tajemnikem Karel Hugo Hilar
(1885-1935) a brzy se zacal uplathovat také jako rezZisér.

Hilar (vlastnim jménem Karel Hugo Bakule) zasahl svou ¢inorodou praci do vyvoje mo-
derniho divadla nebyvalym zpUsobem. Jeho role v ceském divadle ¢inohernim byla mno-
hokrat popsana a ocenovana, Hilar vSak ovlivnil i scénu operni a inspiroval ¢eskou scéno-
grafii. Jako nastupujici rezisér zacal peclivym vybérem spolupracovnikl a pro vinohradské
divadlo se mu podafilo ziskat mnoho vyraznych uméleckych osobnosti. Pfedpokladem
jevistni tvorby pro néj byla souhra celého ansamblu, vytvarnou slozku inscenace nevyji-
maje. Vytvarnika, ktery s nim mél na inscenaci spolupracovat, Zadal, aby prenesl hudebni
stranku do vytvarného uméleckého tvaru. Pro nastudovani dvou vyznamnych inscenaci
(Prodana nevésta a HubiCka) ve vinohradské zpévohfe si vybral pravé FrantiSka Kyselu.

1) Soubor ma celkové pfiriistkové &islo NM-CMH-MBS 17,/2003.
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VSestranné nadany Kysela (1881 Koufim - 1941 Praha) byl jiz v té dobé absolven-
tem Uméleckopriimyslové Skoly v Praze. K divadlu se dostal brzy. Pracoval nejprve pro
ochotniky v Holicich a Nachodé, pozdéji vytvoril soubor dekoraci pro loutkova divadla ¢&i
scénograficky upravoval saly. Prvni vyznamna profesionalni spoluprace se uskutecnila
s vinohradskym divadlem, kde v roce 1914 pohostinsky navrhl scénu k ,neinscenovatel-
né“ hie Viktora Dyka Zmoudreni dona Quijota. 2 Vedle Kysely pozval Hilar do divadla i Ota-
kara Ostrcila. Ostrcil nemél s divadlem Zadné zkuSenosti a tato prace ho nelakala. Hilar
ho musel pfemlouvat, aby pfeSel ze Smichovského orchestralnino sdruZeni na Vinohrady.
Pod taktovkou Otakara Ostréila a v Hilarové rezii byla uvedena Smetanova Prodana ne-
vésta dne 12. 2. 1915 a Hubicka 19. 6. 1915. 3

,Druhého valeéného roku (1915) jsem byl vyzvan vinohradskym divadlem, abych
vytvoril scénickou podobu Prodané nevésty, kterou se tehdy chystal provést Ot. Ostrdil
s K. H. Hilarem jako reZisérem. Ma davna (cta ke Smetanovu dilu napliovala mé jistym
ostychem a prece jen touhou vytvarné fici néco z téch rozechvivajicich zazitkl, kterymi
na mé Smetana pusobil.“ 4

Obé tyto inscenace uvadéné Hilarem, Ostréilem a Kyselou na jevisti Méstského diva-
dla na Kralovskych Vinohradech je mozno oznacit za prilomové: pokud jde o scénografii,
vyrazné vybocila z dosavadnich standard(, a to nejen v ramci scénografie smetanovské.

Hilar s Kyselou se sesli ve dvacatych letech 20. stoleti znovu, tentokrat v Narodnim di-
vadle, kam po obdobi umélecké stagnace vstoupil duch moderniho ¢eského uméni a do
Narodniho divadla prichazeli nejlepsi tvdrci. V Cinohfe vystfidal Hilar Jaroslava Kvapila
a do opery nastoupil Ostrcil, aby nahradil nemocného Karla Kovarovice.

BliZici se sté vyroCi narozeni Bedficha Smetany kladlo pred nové vedeni opery velky Gkol.
Bylo naplanovano nastudovani cyklu vSech Smetanovych oper a pfipravy na oslavy jubi-
lea zacaly jiz v roce 1922. Vedeni Narodniho divadla si pralo uvadét Smetanova dila ¢asto
napomoci. Byla vyhlaSena soutéz, které se vedle Kysely zG¢astnili i vyznamni soucasni vy-
tvarnici Bedfich Feuerstein a Vlastislav Hofman. ® Vypsani soutéZe otevrelo debatu, ma-li vi-
bec ¢eska vytvarna obec mezi sebou umeélce, ktery chape jako jediny (!) Smetanovu hudbu
a ktery Gspésné zvladne vypravit cely Smetan(iv odkaz. Spoleéenska atmosféra stupnovala
ocekavani a Ostrcil potvrdil pro scénovani celého dila pravé Kyselu.

2) FrantiSek Kysela béhem let znacné rozsifil své vytvarné aktivity a vénoval se kromé navrhd pro uZitou
a knizni grafiku také navrhovani interiérQ, vytvarel potahové latky, Satovky, koberce, gobeliny. PFi Gpravé inte-
riérd spolupracoval s architekty Paviem Janakem a Josefem Gocarem. Vytvarel také exlibris, obchodni znacky,
diplomy, poStovni zndmky a bankovky. Vyrazné zasahl do oboru skla. Byl autorem rozety pro zapadni praceli
chramu sv. Vita, vitrazi do oken v Muzeu Vychodnich Cech v Hradci Kralové, v Thunovské kapli chrédmu sv. Vita
a mozaiky do kaple Bartonl z Dobenina tamtéz atd. Upravil znak mésta Prahy, statni znak a prezidentskou
vlajku. Stal se ¢lenem Spolku vytvarnych umélcd Manes, Osmy a Skupiny vytvarnych umélc(.

3) Ctyfi kostymni navrhy F. Kysely k této inscenaci jsou uloZeny v divadelnim oddé&leni Narodniho muzea -
Historického muzea (dale DONM).

4) PECIRKA, Jaromir: Dilo dcty a laska k Bedfichu Smetanovi, Spolenost Bedficha Smetany svym &lentim
na rok 1942, nedatovano, nestrankovano.

5) MATULOVA, Jitka: Scénografie smetanovského cyklu z roku 1924. Scénické névrhy Bedficha Feuers-
teina v kontextu realizovanych vytvarnych koncepci Vlastislava Hofmana a FrantiSka Kysely, diplomova prace,
Filozoficka fakulta Masarykovy Univerzity, Brno 2006, 93 s. + obrazova pfiloha.
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Kysela, ktery dostal nebyvalou moznost
navrhnout jako jediny vytvarnik vypravu
pro vSechny opery cyklu, se ujal Ukolu od-
povédné a s oddanosti. Svéd¢i o tom mno-
ho dochovanych skic a pripravnych kreseb,
které umélce vedly k zavéreénym navrhiim.
Ani drive, ani pozdéji neposkytlo Narodni
divadlo prostor pro tak rozsahly vytvarny
projekt jedinému tvarci.

Trio inscenatorl Ostrcil - Pujman - Ky-
sela uvedlo od 23. 4. 1924 do 23. 5. 1924
v ramci oslav véech osm Smetanovych oper
a poprvé ve scénickém provedeni fragment
opery Viola. Otakar Ostréil byl autorem hu-
debniho nastudovani a Ferdinand Pujman
reziroval témér vSechny inscenace. Tajem-
stvi a Hubicku sice rezijné uvedl| na scénu
bard divadla Robert Polak jiz v letech 1922
a 1923, ale Pujman nastudovanym diliim
pridal jednotnost i souvislosti a zaradil je

FrantiSek Kysela
Fotografie, autor neuréen / Photographer
kontinualné do pfipravovaného cyklu. Ky- not determined, ca 1920

sela navazal na své zkuSenosti z Vinohrad NM-CMH-MBS inv. €. / inventory no. 3187

(pro opery Prodanou nevéstu i HubiCku po-

uzil podobny koncept jako na Vinohradech), podkladem mu byly také podrobné Pujma-
novy rezijni studie.® Kyselovi $lo predevSim o pochopeni Smetanovy hudby a jeji scénické
vyjadreni.

KaZdou inscenaci vytvarnik opatfil vlastni oponou, jakousi vytvarnou predehrou opery.
Z hlediska scénografie se jedna o vyjimeény ¢&in, ktery dodava Kyselovu cyklu jednolitost.
Kysela pracoval se symbolikou, oprostil se od detail(l a hledal zjednoduseni. Neslo mu
0 nadsazku, ale spiSe o lehkou metaforu. Pouzival symboly a ty v duchu lidové symboliky
pretvarel, i barvy mu slouZily v tomto symbolickém duchu. Vychazel z vlastni malirské
tvorby a ze svych zkuSenosti s dekorativni praci. Jednotlivé opony jsou jedine¢né vytvarné
zkratky operniho tématu v duchu Kyselova lyrismu.

V monografii o FrantiSku Kyselovi charakterizuji Emanuel Poche a Sylva MareSova
jeho praci na oponach takto: ,,Nebyla to prace lehka. Nikdy pred tim ani po ném nebyl
vytvoren takovyto cyklicky, vytvarné jednotny obraz. A vypravy dfivéjSi neposkytovaly té-
mér Zadny zaklad. Kysela musel tu vyjit ze samého hudebniho dila a do toho - jak jiz
bylo feéeno - pronikl co moZzna nejhloubéji. Proto dal kazdé opere zvlastni oponu, tak
jako jim dal Smetana odliSné predehry. Jakousi vytvarnou ouverturu, podtrhujici pod-
statu a celkové vnitfni ladéni dila. Tak opona k ,Prodané nevésté' jasa svymi ¢ervenymi,

6) Obsahla rukopisna priprava Ferdinanda Pujmana k cyklu je uloZena v DONM, sign. Pujman A-2, Pujman
A-8, Pujman A-7 a Pujman A-61.
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bilymi a modrymi barvami propletenych stuh, posypanych kvéty. Opona ,Hubi¢ky* mluvi
k nam lyrickym hlasem hluboké lasky dvou holubi¢ek - jakoby pfimo vzatych z lidového
obrazku. Zavés ,Libuse‘ plsobi slavnostni feci stribfitych a nazlatlych tonu, jako opona
k ,BraniborGm v Cechach* mluvi o sile a statednosti naroda, jehoz znakem je dvouocasy
lev branici svobodu, ktera mu Zije v krvi. Na vSech oponéach uzil Kysela symbolu, mnohde
podtrZeného i symbolickou hodnotou barevnou.“ ”

Symbol pro jednotliva dila neni vybran nahodile, coz si uvédomime az pti znalosti
vSech oper a vytvarnych navrhi k jejich inscenovani. Symbolika vyplyva z premyslivého
hledani vyrazu a charakteru opery. Symbol se tak stava prostfedkem a dokaze divakovi
poodhalit skrytou pointu, naladu a atmosféru operniho pribéhu.

Scénické navrhy ke vSem inscenacim spojuje funkéni jednoduchost a stylizova-
nost, avSak na jevisti najdeme i realné prvky naplnéné barevné modifikovanym lido-
vym dekorem a ornamentem. Scéna je barevné a tvarové zjednodusena, oprosténa
od detaild, i kdyz stale poc¢itd s malovanou kulisou. Skici a nacrty jsou vytvoreny
tuzkou, stfidmou linkou a tvarem, Cistou kombinaci barev. Na finalni navrhy, které
predkladal ke schvalovani, a také pro vyrobu scény pouZival Kysela vétSinou techniku
akvarelu ¢i tempery. Ve scénach vychazel vétsinou ze stfedového pojeti jevisté. Kom-
pozice je priicelova, centralné rozvrzena a vyvazena. Kysela pracuje dobfe s plochou,
jasné, logicky a prehledné vytvari scénicky prostor. Hloubky jevisté dosahuje jedno-
duchym vykryvanim praktikablovych konstrukci a plochymi odstupfovanymi boénimi
kulisami. Vertikalni, nékdy trochu stisnéné ¢lenéni je pouZito tam, kde je tfeba na
jevisti dosahnout vétsi dramatiénosti scén (Dalibor a Branibofi v Cechach). V tomto
sméru vSak Kysela prosel vyvojem a v Libusi, kterou cely cyklus kongil, rozélenil scé-
nu vertikalné nejen se zamérem zddlraznit dramatic¢nost déje, ale podtrhnout jeho
sosny, slavnostni raz.

Barva je cenéna Kyselou nejvys. Je zakladnim prvkem scény. Kysela se soustfeduje
na charakteristicky dvojzvuk, vyjime€né trojzvuk, barevnost je koncentrovana v ploSe,
za pouziti jemnych tonu, které vytvarnik ozivuje detaily a ornamenty.

FrantiSek Kysela navrhl ke vSem operam také kostymy. Odborné literatury, ktera se za-
byva ceskym divadelnim kostymem, je bohuzel poskrovnu. VétSi pozornost byva vénova-
na jen tém umélclim, jejichz tvorba se zaméruje pouze na kostymni navrhy. U vytvarnikd,
ktefi pFipravuji vytvarné feSeni celé inscenace, stoji obvykle kostymy ve stinu pfislusnych
velkych jevistnich vyprav.

PFi navrhovani kostymU k historickych operam byl Kysela ovlivnén manesovsko-alSov-
skou tradici, ale k tomuto romantickému pojeti pridaval osobité vidéni vychazejici z hudby
samé. Vnimal charakter postavy, pro kterou kostym vznikal s respektem k hudbé. Kyse-
lovy navrhy ke kostymim k operam z lidového prostiedi vychazeji z lidového obleceni.
Navrhy jsou jemné vykresleny tuzkou a vétSinou zdlraznéné pastelem. PrestozZe se jevi
na papire barevné nevyrazné, jejich realizace na jevisti vyvolava opaény dojem. To je
zpUsobeno uplatnénim a dodrzenim presného poméru ¢asti divadelni figury, postizenim

7) POCHE, Emanuel - MARESOVA, Sylva: Frantisek Kysela, Nakladatelstvi Geskoslovenskych vytvarnych
umélcl, Praha 1956, s. 21, 22.
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proporénosti postavy. Kostym pUlsobi na jevisti samoziejmeé a zapada do celkového ladé-
ni scény. Zde je nutné upozornit na tvlrcéi propojeni vytvarnika a reZiséra. Scénograf cha-
rakterizuje postavu pomoci detailll, které se na jevisti zfetelné uplatnuji a velmi vyznam-
né dotvareji charakter a naladu scény. Jako priklad je mozné uvést kostymy k Prodané
nevésté, velkou meérou pfispivajici k charakteru postav na jevisti.

Jemnost vyrazu, Cistota vytvarného projevu spolu s citovosti a lyrikou, ktera se
zamérfuje na emocionalni stranku vnimani divaka, vytvareji spolu s velkym porozu-
ménim pro Smetanovu hudbu vlastni Kyselliv vytvarny nazor, ktery bychom mohli
oznacit za vytvarny styl. Je vice neZ ziejmé, Ze malif dokazal poslouchat a vnimat
hudbu a hudba mu byla sama velkou inspiraci. Kromé vytvarnych schopnosti vkladal
do tvorby sviij prozitek, nezatizeny skepsi, osobni citovy vklad, vlastni prozivani. Ky-
sela vytvoril originalni smetanovskou vytvarnou poetiku, zasadni mérou obohacujici
moderni ¢eskou scénografii.

Pres dobové namitky otvird soubor vytvarnych navrhi jedineénou moznost k pocho-
peni vzniku moderni smetanovské scénografie. Kysela objevil barevny lyricky neiluzivni
prostor, ktery je dodnes pro mnoho nasledujicich vytvarnik(i zakladem a inspiraci ve scé-
novani Smetanovych oper.

Smetanovi zlstal Kysela vérny po cely Zivot. Graficky upravil a vyzdobil souborné vy-
dani Smetanova dila z jubilejniho roku 1924, opatfil edicni znackou a prdvodni kresbou
libreta jeho oper, angazoval se v soutézi na Smetantv pomnik a jako vytvarny poradce
a spolupracovnik Spole¢nosti Bedficha Smetany participoval na vSech smetanovskych
vystavach od roku 1917 az do své smrti v roce 1941. Osobné se podilel na vytvarné po-
dobé expozice Muzea Bedficha Smetany, které bylo po letech usilovani nékolika generaci
slavnostné otevreno v kvétnu roku 1936.

Soubor Kyselovych navrh(l a skic ke Smetanovym operam prevzalo tehdejsi Museum
Bedricha Smetany z Ministerstva Skolstvi a lidové osvéty v letech 1942 a 1943.

Soupis oper cyklu:
Branibo¥i v Cechach, premiéra v Narodnim divadle (dale ND) 2. 3. 1924, uvedeni v rdmci

Smetanovského cyklu 23. 4. 1924

Prodana nevésta, premiéra v ND 27. 5. 1923, uvedeni v ramci Smetanovského cyklu
26. 4. 1924

Dalibor, premiéra v ND 9. 1. 1924, uvedeni v ramci Smetanovského cyklu 29. 4. 1924
Dvé vdovy, premiéra v ND 2. 10. 1923, uvedeni v ramci Smetanovského cyklu 2. 5. 1924
Hubicka, premiéra v ND 9. 2. 1923, uvedeni v ramci Smetanovského cyklu 4. 5. 1924

Tajemstvi, premiéra v ND 12. 5. 1922, uvedeni v ramci Smetanovského cyklu 7. 5. 1924
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Certova sténa, premiéra v ND 2. 2. 1924, uvedeni v rdmci Smetanovského cyklu 9. 5. 1924

Viola, fragment opery, uveden jedenkrat v ramci pietniho matiné ,Posledni dila Bedficha
Smetany“ (ND) 11. 5. 1924

Libuse, premiéra v ND a uvedeni v ramci Smetanovského cyklu 23. 5. 1924

Soubor navrhii Frantiska Kysely k provedeni Smetanovych oper na scéné Narodniho
divadla v Praze (1922-1924), ulozeny v NM-CMH-MBS

. dat P AT - a
nazev a ur?‘ opona kostymni navrhy |scénické navrhy |skici |ostatni
premiéry
- . 9 (kresba tuzkou,
Br?mb(?n 2.3.1924 1 na.vrh (pastel kolorovano 5 (akvarel)
v Cechach 1 skica
pastelem)
Proqana 27 5.1923 1 nayrh (akvarel) | 23 (tuqu 2 (akvarel) 8 31 (r?acrty,
nevesta 1 skica a barevny pastel) detaily)
10 (kolorovana | o\ o inovana
Dalibor 9.1.1924 |1 (pastel) kresba tuzkou, . 6
technika)
pastel)
Libuge 12.5. 1924 1 (kolorovany 16 (tuzlfa, pero, 7 (kombmovana 16
pastel) barevny pastel) technika)
Dvévdovy  |2.10.1923 |1 (akvarel) 10 (kolorovana | 2 (kolorovana 4
kresba kresba)
1 (pastel, 25 (r.1acrty,
kombinovana 4 (kolorovana 4 (kolorovana detaily)
Hubicka 9.2.1923 . 342 |+1
technika) kresba) kresba)
L (maketa
4 skici .
scény)
. 18 (tuzk
Tajemstvi | 12.5.1922 |2 (akvarel) (tuzka 3 5(8)
a barevny pastel)
Certova 1 (kolorovana 8 (kolorovana 4 (pastel, tuzka,
- 2.2.1924 7(11
sténa kresba) kresba) kolor. akvarel) (11)

8) V tomto a v nasledujicich dvou pfipadech se zachovaly i velmi drobné, méné vyznamné skici. Ciselny
Gdaj v kulaté zavorce zahrnuje vSechny skici bez ohledu na jejich velikost.
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Frantisek Kysela and
his Designs for Stagings
of Operas by Smetana

TATANA SOUCKOVA

rom 1922 to 1924 the National Theatre in Prague presented all the operas of Bedfich

Smetana (1824-84) in a series conceived by the head of the opera Otakar Ostrcil and
stage director Ferdinand Pujman to celebrate the centenary of the composer’s birth. The
task of creating set and costume designs for all the stagings was given to FrantiSek Kysela
(1881-1941), based in part on his previous successful work at the Municipal Theatre in
Vinohrady. This article characterizes Kysela’'s approach to the creation of stage curtains,
sets, and costumes, and shows that his original ‘Smetanian’ visual poetics enriched modern
Czech theatrical design. Kysela’s designs are deposited in the Bedrich Smetana Museum.

Bedrich Smetana - FrantiSek Kysela - Otakar Ostrcil - National Theatre in Prague -
modern Czech theatrical design - Smetana centenary celebrations 1922-24 - operas of
Bedrich Smetana - set and costume designs - Karel Hugo Hilar

Deposited in the theatrical decorations collection of the Bedfich Smetana Museum
is a unique assembly of set and costume designs, sketches, and jottings for stagings
of eight of Smetana’s operas created by FrantiSek Kysela and used by the National
Theatre during the Smetana centennial celebrations in 1922-24.% Although not totally
unknown, they deserve greater attention than is usually accorded them by anyone other
than theatrical scholars and Smetana specialists. A brief historical excursion will allow us
to view Kysela’s contribution in a broader context.

In the early twentieth century the conception of set and costume design as an integral
part of theatrical performance was still uncommon, and those responsible for such
designs in a production usually remained anonymous. The National Theatre in Prague
was no exception. In July 1900 its director FrantiSek Adolf Subert was replaced by the
more adventuresome Gustav Schmoranz, and a new position was created for a head of
sets and costumes, filled by Karel Stapfer (1863-1930), but the established practice of
not naming set and costume designers on daily playbills continued until around 1915.
One exception came in 1901 with the first staging of Dvorak’s Rusalka, in which, at
the invitation of Jaroslav Kvapil, two important visual artists participated - Ferdinand
Engelmuller and Jan Kotéra, whose work for the theatre however remained unique.

1) NM-CMH-MBS, acquisition no. 17/2003. This single acquisition number covers the whole set of
materials.
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With the arrival of the theatre’s new director came also two other men as heads of the
drama and opera divisions respectively: Jaroslav Kvapil and Karel Kovarovic. Their work was
assessed as being progressive in comparison with practices during Subert’s era. However,
it was a different Prague theatre that attempted a really modern manner of staging - the
Municipal Theatre in Kralovské Vinohrady. The Vinohrady Theatre was officially opened
in 1907, and until 1919 had an opera and operetta company alongside the spoken play
ensemble. Karel Hugo Hilar (real name Karel Hugo Bakule, 1885-1935) became its reader
and secretary in 1910, and soon became active as a stage director as well.

Hilar’s energetic work had an unprecedented influence on the development of modern
theatre. His role in the practice of staging spoken plays in the Czech lands has been
described and praised many times, but he also influenced the staging of operas and was
a source of inspiration for Czech set design. He began his work as stage director with
careful selection of collaborators, and managed to recruit many outstanding artists for
the Vinohrady Theatre. For him teamwork on the part of the whole company, including the
creators of sets and costumes, was a prerequisite for theatrical productions. He demanded
that artists who were to work with him on a staging transfer the musical component to the
sets and costumes. For two major productions of the Vinohrady opera - Prodana nevésta
(The Bartered Bride) and Hubicka (The Kiss) - the artist he chose was FrantiSek Kysela.

The multi-talented Kysela (born 1881 in Koufim, died 1941 in Prague) had graduated
from the School of Decorative Arts in Prague. He became involved with theatres early on,
first working for amateur theatres in Holice and Nachod, then later creating a set of stage
decorations for marionette theatres and adapting halls for theatrical presentations. His
first important professional collaboration in theatrical stagings was with the Vinohrady
Theatre, where in 1914 as a guest artist he designed the sets for Viktor Dyk's ‘unstagable’
play Zmoudreni dona Quijota (Don Quixote Getting Wiser).? Along with Kysela, Hilar invited
to the theatre the conductor Otakar Ostrcil, who however had no theatrical experience
and was not attracted by this opportunity. Hilar had to persuade him to leave the Smichov
Orchestra Association for Vinohrady. Under OstrCil's baton and with stage direction
by Hilar, Smetana’s Prodana nevésta was presented on 12 February 1915, then Hubitka
on 19 June the same year.® Kysela recalled:

During the second year of the war (1915) I was invited by the Vinohrady Theatre to
design sets and costumes for Prodand nevésta, which Otakar Ostrc¢il was preparing
to present with K. H. Hilar as stage director. My long-standing reverence for

2) Over the course of time Kysela substantially expanded his artistic activities. Besides graphic designs for
decorative arts and books he also designed interiors, upholstery, fabrics for apparel, carpets, and tapestries. In
interior design he worked with architects Pavel Janak and Josef Gocar. He also designed ‘ex libris’ labels, trademarks,
diplomas, postage stamps, and banknotes. In addition he significantly influenced the field of artistic glass. For St.
Vitus Cathedral he designed the rose window in the western facade and stained glass windows in the Thun Chapel,
as well as mosaics in the Barton z Dobenina chapel. He also designed stained glass windows for the East Bohemian
Museum in Hradec Kralové. He created the emblem of the city of Prague, the national emblem, and the presidential
flag, and was a member of the Manes Association of Fine Artists, of Osma, and of the Visual Artists’ Group.

3) Four costume designs by Kysela for this staging of HubiCka are deposited in the theatre department of
the Historical Museum of the National Museum.
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Smetana’s work filled me with a certain trepidation, yet also with a longing to express
artistically something of those moving experiences that Smetana had evoked in me.*

Both these productions presented by Hilar, Ostrcil, and Kysela on the stage of the
Municipal Theatre in Kralovské Vinohrady can be considered breakthroughs. As concerns
set and costume design, they departed strikingly from existing standards that were well-
established not only in Smetana stagings.

Hilar and Kysela came together again in the 1920s, this time at the National Theatre
where, after a period of artistic stagnation, the spirit of modern Czech art had arrived,
and where the best Czech creative artists now came to work. In the drama division Hilar
took the place of Jaroslav Kvapil, and in opera Ostrcil replaced the ailing Karel Kovarovic.

The approaching centenary of the birth of Bedfich Smetana placed a major task
before the new management of the opera division. Productions of all Smetana’s operas
were planned, and preparations for the jubilee began already in 1922. The management
of the National Theatre wished to perform Smetana’s works frequently and in the most
authentic possible form. A single shared framework (point of view) concerning the visual
art components of the stagings was to further this idea. A competition was announced,
and entered not only by Kysela but by two other important visual artists of the time, Bedfich
Feuerstein and Vlastislav Hofman.® The competition provoked a debate on whether the
Czech visual arts community had even one artist who understood Smetana’s music and
could successfully stage his whole operatic output. The social atmosphere heightened
expectations, and Ostrcil confirmed Kysela to stage the entire project.

Kysela received an unprecedented opportunity to design sets and costumes for all the
operas in the celebrations as the only visual artist. He approached his task responsibly
and diligently, as attested by many preserved sketches and preparatory drawings which
led the artist to his final designs. Never before had the National Theatre provided space
for such an extensive project to a single visual artist, nor has it done so since.

Between 23 April and 23 May 1924, as part of the celebrations, all eight of
Smetana’s completed operas were presented, as well as the first staged performance
of his operatic fragment Viola, all with designs by Kysela. Otakar Ostrcil was in charge of
the music, while the stage director for almost all the productions was Ferdinand Pujman.
Tajemstvi (The Secret) and Hubitka had been presented with stage direction by the bard
of the theatre Robert Polak already in 1922 and 1923 respectively, but Pujman added
coherence and unity to the stagings of the works presented, placing them in a continuous
series in the celebrations being prepared. Kysela built on his experience from Vinohrady
(applying concepts for Prodana nevésta and Hubic¢ka similar to what he had used there),

4) PECIRKA, Jaromir: Dilo tcty a laska k Bedfichu Smetanovi (A Work of Respect and Love for Bedfich
Smetana), Spole¢nost Bedficha Smetany for its members for the year 1942, undated, unpaginated.

5) MATULOVA, Jitka: Scénografie smetanovského cyklu z roku 1924. Scénické névrhy BedFicha Feuersteina
v kontextu realizovanych vytvarnych koncepci Vlastislava Hofmana a FrantiSka Kysely (Theatrical Sets in
the Smetana Celebrations of 1924: Designs by Bedrich Feuerstein in the Context of the Employed Visual-
-Art Conceptions of Vlastislav Hofman and FrantiSek Kysela), graduation thesis, Faculty of Arts of Masaryk
University, Brno 2006, 93 pp. + pictorial appendix.
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and also made use of Pujman’s detailed written materials concerning stage direction.®
Kysela’s main objective was to understand Smetana’s music and express it on stage.

Kysela provided each production with a unique stage curtain, a kind of a visual
prelude to the opera. This was an exceptional idea in the context of theatrical productions,
lending unity to Kysela’s series of stagings. He worked with symbolism, freeing himself
from details and seeking simplification. His aim was not hyperbole but something closer
to light metaphor. He used symbols and transformed them in the spirit of folk symbolism;
colour, too, served him in this symbolic spirit. Some of his ideas were based on his own
paintings and his experience with decorative work. Each of his curtains is a unique
artistic summary of the topic of the opera in the spirit of Kysela’s lyricism.

In their book on FrantiSek Kysela, Emanuel Poche and Sylva MareSova describe his
work on the curtains as follows:

It was not easy work. Never before had such a comprehensive image been created, unified
in its visual art, nor has it happened since, and earlier stagings provided practically no
foundation. Kysela had to start with the musical work itself, and he penetrated into it - as
already said - as deeply as possible. Therefore he gave each opera its own stage curtain,
just as Smetana gave them different overtures. A sort of visual overture, underscoring the
essence and overall internal mood of the work. Thus the curtain for Prodand nevésta
rejoices with red, white, and blue colours of interwoven ribbons, strewn with flowers. The
curtain for Hubicka speaks to us in a lyrical voice of the deep love of two turtle doves, as
though taken directly from a folk painting. The curtain for Libuse impresses one like the
celebratory language of silvery and golden tones, just as the curtain for Braniboriv Cechdch
(The Brandenburgers in Bohemia) speaks of the strength and valour of the nation whose
symbol is a two-tailed lion defending the freedom that lives in its blood. In all the curtains
Kysela used symbols, in many places underscored by the symbolic value of colours.”

If we know all the operas and the designs for their stagings then we recognize that the
symbols for the individual works were not selected randomly. The symbolism originates
in a thoughtful search for the manner of expression and character of the opera. Thus the
symbol becomes a medium and can reveal to the viewer the hidden point, the mood, and
the atmosphere of the operatic story.

The set designs for all the stagings are unified by functional simplicity and stylization,
but we also find realistic elements employing folk décor that is modified in colour. The sets
are simplified both in colour and shape, stripped of detail, but still calling for a painted
backdrop. The sketches and drawings are in pencil, sober in line and shape, with a clean
combination of colours. For the final designs, submitted for approval and for actual
production of the sets, Kysela usually used the techniques of aquarelle or tempera. Usually

6) Pujman’s extensive manuscript plans for the series are preserved in the theatre department of the Historical
Museum of the National Museum, shelf marks Pujman A-2, Pujman A-8, Pujman A-7, and Pujman A-61.

7) POCHE, Emanuel and MARESOVA, Sylva: FrantiSek Kysela, Nakladatelstvi deskoslovenskych vytvarnych
umélcl, Prague 1956, pp. 21, 22.
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his ideas were based on a centralized
conception of the stage. They have
a frontal, centrally distributed and
balanced composition. Kysela
worked well with space, laying out the
sets clearly, logically, and lucidly. He
achieved an effect of spatial depth
through simple covering of risers and
through flat, graduated side wings.
Vertical division, sometimes a little
cramped, is used for scenes that call
for a more dramatic effect (in Dalibor
and Branibofi v Cechéach). In this
respect, however, Kysela’s approach
gradually evolved, and in LibuSe,
which ended the whole series, he
divided the stage vertically not only to
emphasize the drama of the action,
but to underscore its statuesque,
ceremonial atmosphere.

Colour was what Kysela valued
most of all, forming the fundamental
element of his sets. He focused

on a characteristic pattern of two FrantiSek Kysela: Prodana nevésta / The Bartered Bride,

colours, or exceptionally three, kostynj ‘Panacl - .real.lzace/ Costume design
for Panaca - realization

concentrating colours in the space Fotografie, autor neuréen / Photographer not determined,
while using subtle tones that he  Praha/Prague, 1923

enlivened via details and ornaments.

Kysela also designed costumes for all the operas. Unfortunately specialized literature
discussing theatrical costume design is very sparse. Significant attention is usually paid only
to those artists whose work is focused on costume designs exclusively. For those who design
the visual art aspects of the whole staging, costumes are usually overshadowed by the large
set designs in the same productions.

In his costume designsfor Smetana’s historical operas Kysela was influenced by the tradition
of Manes and Ales, but to this romantic conception he added his personal vision based on the
music itself. He perceived the nature of the character for whom he was designing the costume
with respect for the music. His costume designs for the operas from the folk environment are
based on folk attire. The designs are drawn finely in pencil and usually highlighted in pastel.
Although their colours appear muffled on paper, their realization on stage gives the opposite
impression. This is due to application of and adherence to precise proportions among the
parts of the theatrical figure - to the capturing of the character’s proportionality. The costume
looks natural on the stage and fits well into the overall mood of the scene. Here we must point
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out the creative link between the visual artist and the stage director. The designer illustrates
the character through details that are clearly visible on the stage and have a major impact on
the nature and mood of the scene. As one example we may take the costumes for Prodana
nevésta, which contribute very significantly to the depiction of the characters on the stage.

Delicacy and purity of artistic expression combined with sensitivity and lyricism
focused on the emotional aspect of the viewer’s perception, plus a deep understanding
of Smetana’s music, shaped Kysela’s own artistic viewpoint, which we can call an artistic
style. It is more than clear that this painter was able to listen to and perceive music, and
that music itself was a great inspiration to him. Besides his artistic abilities, he invested
his works with his own experience, unburdened by scepticism - his personal emotional
input, his own feelings. Kysela created an original Smetanian poetics in visual art, which
greatly enriched modern Czech theatrical design.

Despite some objections raised at the time of the Smetana celebrations in the 1920s,
the collection of Kysela’s set and costume designs affords a unique opportunity to
understand the origin of modern Smetana staging. Kysela discovered a colourful, lyrical,
non-illusory space which for many subsequent visual artists to this day has remained
a foundation and inspiration in producing Smetana’s operas.

Kysela remained faithful to Smetana throughout his life. He provided the graphic
design and decorations for the collected edition of Smetana’s works for the hundredth
anniversary of his birth in 1924; he created the editorial logo and accompanying drawings
for publication of the librettos to his operas; he helped to organize and promote the
competition for the Smetana monument; and as an artistic consultant and collaborator
of the Bedrich Smetana Society he had an artistic share in all Smetana exhibitions from
1917 until his death in 1941. He also shared personally in the visual art components
of the first long-term exposition in the Bedfich Smetana Museum, which after years of
striving by several generations was officially opened in May 1936.

The collection of Kysela’s designs and sketches for Smetana’s operas was transferred
to the Bedrich Smetana Museum from the Ministry of Schools and of Education of the
People in 1942 and 1943.

List of Operas Presented during the Smetana Celebrations:
Branibofi v Cechach (The Brandenburgers in Bohemia), opened at the National Theatre

(hereinafter NT) 2 March 1924, performed as part of the Smetana celebrations 23 April 1924

Prodana nevésta (The Bartered Bride), opened at the NT 27 May 1923, performed as
part of the Smetana celebrations 26 April 1924

Dalibor, opened atthe NT 9 January 1924, performed as part of the Smetana celebrations
29 April 1924

Dvé vdovy (Two Widows), opened at the NT 2 October 1923, performed as part of the
Smetana celebrations 2 May 1924
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Hubicka (The Kiss), opened at the NT 9 February 1923, performed as part of the Smetana
celebrations 4 May 1924

Tajemstvi (The Secret), opened atthe NT 12 May 1922, performed as part of the Smetana
celebrations 7 May 1924

Certova sténa (The Devil’'s Wall), opened at the NT 2 February 1924, performed as part
of the Smetana celebrations 9 May 1924

Viola, operatic fragment, performed once as part of the matinee tribune ‘The Last Works
of Bedfich Smetana’ at the NT on 11 May 1924

Libuse, opened at the NT and performed as part of the Smetana celebrations on 23 May

1924

Collection of Designs by FrantiSek Kysela for Stagings of Operas by Smetana at the
National Theatre in Prague (1922-24), Deposited in the Bedfich Smetana Museum

Date of Cost
Title of Opera ate .o Curtain os- ume Set designs Sketches | Other
Opening designs
Branibori 9 (pencil
v Cechéch 1 design pe
2 March drawings
(The (pastel), . 5 (aquarelle)
1924 coloured in
Brandenburgers 1 sketch astel)
in Bohemia) P
Prodana nevésta 1 design . -
23 land 31 (jott s
(The Bartered 27 May 1923 | (aquarelle), colésf:dm :;el) 2 (aquarelle) 8 detgﬁs)mgs
Bride) 1 sketch P
Dalibor 9 January 1 (pastel) 1<(e)n(§i(l)|g;rvi?n S 6 (combined 6
1924 P P &5 | technique)
pastel)
Libuse 12 May 1924 1 (coloured | 16 (pencil, pen, |7 (combmed 16
pastel) coloured pastel) | technique)
Dvé vdovy 2 October 1 10 (coloured 2 (coloured 4
(The Two Widows) | 1923 (aquarelle) |drawing) drawing)
1 (pastel, 25 (jottings,
Hubicka 9 February combined |4 (coloured 4 (coloured 3(4p details)
(The Kiss) 1923 technique), | drawing) drawing) + 1 (model
4 sketches of stage)
Tajemstvi 2 18 (pencil and 5(8)
12 May 1922
(The Secret) ay 19 (aquarelle) | coloured pastel) 3
. . 4 tel,
Certova sténa 2 February 1 (coloured | 8 (coloured e(rF:ZT ioloured 7 (11)
(The Devil’'s Wall) | 1924 drawing) drawing) P '
aquarelle)
8) In this and the next two cases the preserved sketches include some that are very small and relatively

unimportant. The number given in parentheses includes all sketches regardless of their size.
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FrantiSek Kysela: Certova sténa, navrh na oponu / The Devil’s Wall, stage curtain design
Kresba tuzkou kolorovana akvarelem / Pencil drawing coloured in aquarelle, 1924
NM-CMH-MBS inv. &. / inventory no. Sc 0895

FrantiSek Kysela: Dvé vdovy, navrh na oponu / The Two Widows, stage curtain design
Kombinovana technika / Combined technique, 1923
NM-CMH-MBS inv. &. / inventory no. Sc 0696
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FrantiSek Kysela: Tajemstvi,

navrh scény ke 2. jednani / The Secret,
set design for Act Il

Kresba perem kolorovana pastelem / Pen
drawing coloured in pastel, 1922
NM-CMH-MBS inv. &. /

inventory no. Sc 0825

FrantiSek Kysela: Dalibor,

navrh kostymu pro Dalibora / Costume design
for the title character

Kresba tuzkou, kombinovana technika / Pencil
drawing and combined technique, 1924
NM-CMH-MBS inv. &. / inventory no. Sc 0429
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FrantiSek Kysela: Tajemstvi,

navrh kostymu pro Pannu Rézu / The Secret,
costume design for Maiden R6za

Kresba tuzkou kolorovana akvarelem / Pencil
drawing coloured in aquarelle, 1922
NM-CMH-MBS inv. &. / inventory no. Sc 0854

FrantiSek Kysela: Tajemstvi,

navrh kostymu pro Kalinu / The Secret,
costume design for Kalina

Kresba tuzkou kolorovana akvarelem / Pencil
drawing coloured in aquarelle, 1922
NM-CMH-MBS inv. &. / inventory no. Sc 0853
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FrantiSek Kysela: LibuSe, navrh scény ke 2. jednani / Set design for Act I
Kombinovana technika / Combined technique, 1924
NM-CMH-MBS inv. &. / inventory no. Sc 0610

[Wolfgang Figulus:

Quas grates tibi]

[redem]ptor quas grates [...]
Diskant: Superior, opis

16./17. stoleti / Treble: Superior,
manuscript copy, sixteenth

or seventeenth century

KNM / National Museum Library
1Hc 175/1, verso
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