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Smetana a Shakespeare

OLGA MOJZISOVA

s odkazem anglického dramatika se umélecka draha Bedficha Smetany (1824-1884)
protnula nékolikrat a tato setkani zanechala vyznamnou stopu v jeho tvorbé i v praz-
ském hudebnim Zivoté. V druhém pfipadé Slo o setkani oboustranné dulezité predevSim
svym spolecenskym dopadem, nebot oslava 300. vyroéi Shakespearovych narozenin
v roce 1864 vstoupila do historie jako jedna z prvnich velkych, jiz vyhradné ¢eskych kul-
turnich udalosti druhé poloviny 19. stoleti. Cestu k ni otevielo uvolnéni politickych pomérd
v tehdejSim Rakousku na pocatku Sedesatych let, které umoznilo rozvoj moderni sebe-
védomé Ceské spolecnosti. Kultura a umeéni se staly nejen vyznamnym projevem jejich
rostoucich narodné-emancipacnich snah, ale i prostfedkem reprezentace jeji Grovné a vy-
spélosti. SpoleCenské zmény a vznik novych kulturnich a hudebnich instituci oZivily také
nadéje Bedficha Smetany na uplatnéni ve vlasti a zasadné prispély k rozhodnuti opustit
dobre situované postaveni ve Svédském Goteborgu a vratit se do Prahy, i kdyZz zde nemél
zajiSténou pevnou existenci. Po navratu se intenzivné zapojil do prazského hudebniho
déni a do ¢innosti nékterych instituci. Stal i u vzniku nejvyznamnéjsiho ¢eského kulturnino
spolku, Umélecké besedy, zalozené zacatkem roku 1863. Sdruzovala ve tfech sekcich
Ceské vytvarniky, literaty a hudebniky a Smetana se stal prvnim pfedsedou jejiho hudeb-
niho odboru.r Do verejného povédomi hodlala beseda vstoupit velkou reprezentativni
akci, ktera by manifestovala vyznam i schopnosti nového spolku a celé v ném sdruzené
Ceské umélecké obce. Touto udalosti se stala slavnost 300. vyro¢i Shakespearova na-
rozeni 23. dubna 1864. Navrh vzeSel v srpnu 1863 z literarniho odboru, v prosinci jej
definitivné schvalilo vedeni Umélecké besedy. Na programu poté pracovala deviticlenna
komise slozena ze zastupcl vSech tii odbord.? Zatimco plvodni zamér pocital s domaci
zabavou ve spolku a s verfejnou akademii v Prozatimnim divadle, vysledkem byla velkoryse
koncipovana slavnost v Novoméstském divadle s mnohem vétsi prostorovou kapacitou.3
Bedfich Smetana jako ¢len pripravné komise za hudebni odbor se vyznamné podilel na

Studie vznikla za finanéni podpory Ministerstva kultury v ramci institucionalnino financovani dlouhodobého
koncepéniho rozvoje vyzkumné organizace Narodni muzeum (DKRVO 2017/43, 00023272). Vychazi z referéatu,
predneseného v tematickém bloku William Shakespeare a hudba na mezinarodni vyroéni konferenci Ceské
spolecnosti pro hudebni védu v Praze 18. - 19. 11. 2016.

1) Jesté predtim, nez byla Umé&lecka beseda oficialné ustavena, byl lenem pfipravného vyboru i prozatimniho
vyboru hudebniho odboru. Na ustavujici schlzi 9. bfezna 1863 byl zvolen do spravniho vyboru a 15. bfezna
i pfedsedou hudebniho odboru. Do obou funkci byl potvrzen té7 na rok 1864, 6. Gervna ale abdikoval. Clenem
spravniho vyboru byl jesté v roce 1870 a hudebnimu odboru predsedal v letech 1865, 1868 (zCasti), 1869
a 1870.

2) Viz Padesat let Umélecké besedy 1863-1913, ed. Hanus Jelinek, Umélecka beseda, Praha 1913, s. 233.
Téz protokoly ze schlizi spravniho vyboru Umélecké besedy. Pamatnik narodniho pisemnictvi - Literarni archiv,
fond Umélecka beseda, zpravy ze schlzi a protokoly 1863-1904, kart. A 44.

3) Tato okazala ceska slavnost na pocest svétového dramatika byla do jisté miry ovlivnéna i oslavou 100. vyroci
narozeni Friedricha Schillera v roce 1859 a motivovana mozZna i snahou se ji vyrovnat, ¢i ji dokonce prekonat.
Srv. JELINEK, op. cit. v pozn. 2, s. 233 a BedFich Smetana. Orchestréalni skladby Il., Spoleénost Bedficha Smetany
- Narodni hudebni vydavatelstvi Orbis, Praha 1951, s. X (pfedmluva FrantiSka Bartose).
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vysledné podobé hudebni slozky. Nepochybné z jeho podnétu a v jeho nastudovani za-
znély v ivodnim hodinovém bloku prvni ¢tyfi véty z dramatické symfonie Hectora Berlioze
Roméo et Juliette. Orchestr opery Prozatimniho divadla byl rozSifen o posluchace prazské
konzervatofe, muzskou ¢ast sboru tvofil zpévacky spolek Hlahol, ,Zenskou“ ¢ast zpévaci
prazskych farnich chramu, sélové party zpivali Josefina Prochazkova a Jan Ludevit Lu-
kes. Dramaturgicky i interpretacné to byl v daném kontextu odvazny a pomérné riskantni
pocCin. Vzhledem ke kratkému €asu na nastudovani - Udajné jen na tfi zkousky - a pfi
tak velkém provozovacim aparatu, sloZzeném zc¢asti z amatér(, zCasti z profesionald, se
provedeni neobeSlo bez problematickych mist zejména v partiich se sborem. PrestoZe
Berliozovo dilo v Praze nebylo novinkou, povazovali néktefi recenzenti volbu tak rozsahlé
Casti interpretacné i posluchacésky narocné skladby za nepfilis vhodnou a z celého vecera
nejslabsi.* TéZistém programu se staly dalsi ¢asti, na nichz se kromé hudby jiz vyrazné po-
dilely vytvarna a divadelni slozka. Druhy blok zahdjil herec FrantiSek Kolar v masce Prospe-
ra z Boufe proslovem oslavujicim Shakespearova genia od Ervina Spindlera. Nasledovaly
Zivé obrazy s vyjevy ze Sesti Shakespearovych dramat (Kupec benatsky, Richard lll., Corio-
lan, Cymbelin, Romeo a Julie, Zimni pohadka), k nimz hudbu slozil a fidil Vilém Blodek.®
Vyvrcholenim byl slavnostni privod, v némz pres jevisté tfi ¢tvrté hodiny defilovaly kosty-
mované skupiny témér dvou set padesati postav z tficeti Shakespearovych dél, které se
pak na vyzdobeném jevisti seskupily kolem obrovského Shakespearova poprsi od sochare
Jindficha Capka do zav&reéného Zivého obrazu a vzdaly hold svému tviirci. Herecka Otilie
Mala jako Perdita ze Zimni pohadky prednesla doslov od Emanuela Zlngela. Byla v ném
zdUraznéna sila uméni, ktera spojuje narody k vzajemné (cté a respektu, a v alegorickém
podobenstvi oslaven navrat svobodného ¢eského umeéni: Perdita ze Zimni pohadky, dité
vyvrZzené k cizim bfeh(im, to byla ,perdita ars bohemica“, ztracené ceské uméni, které jiz
nemusi hledat Gto¢isté v cizing, ale m{ize se znovu rozvijet ve vlasti.® Privod mél plvodné
doprovazet svatebni pochod z Mendelssohnovy hudby ke Snu noci svatojanské, ktery po-
sléze nahradil pochod od Bedficha Smetany. Ke zméné doslo pravdépodobné az v zavéru
priprav, nebot partitura byla dokoncena teprve 17. dubna, tedy jen tyden pred slavnosti.
Zfejmé na zakladé zkouSek Smetana jesté skladbu dodatecné upravil tak, aby se pochod
dal opakovat po dobu celého defilé.”

Podle ohlast v tisku byla Shakespearova slavnost chapana organizatory i vefejnos-
ti jako vstup nové umélecké generace do spolecenského povédomi a zaroven se stala

4) Viz Bohemia, ro¢. 37, ¢. 100, 26. 4. 1864, s. 1176 (pfiloha, Sifra -S-); Slavoj, ro¢. 4, ¢. 9, 1. 5. 1864,
s. 147-148 (3ifra fbz).

5) Prvni Ctyfi obrazy sestavil Karel Purkyné, posledni Antonin Gareis, scéna v hrobce z Romea a Julie byla
usporadana podle obrazu Petra Cornelia. VSechny se musely opakovat pro velky Uspéch, na némz se podilely

vazbou na Ceské, i kdyZ smyslené prostiedi zaujimala v programu celého vecera urcité symbolické postaveni.
6) K slavnosti vydala Umélecka beseda programovou broZuru s texty vSech zpivanych a recitovanych &isel
a s kompletnim vyctem postav tvoficich v privodu jednotliva seskupeni ze Shakespearovych dramat (S 217/1544).
Nenf»li uvedeno jinak, jsou citované prameny z fondu Bedfich Smetana (S 217) ze shirek Narodniho muzea -
Ceského muzea hudby - Muzea Bedficha Smetany. Odkazuje se na né proto jen inventarnimi ¢isly.

7) Dodatecné pripsal za partituru 10 takt(, které pfi scénickém provedeni jako 1™ volta za taktem 154
umoznily na potfebnou dobu opakovat pochod od taktu 55. Viz autograf S 217/1241.
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i manifestacnim prihlasenim se k uméleckym hodnotam presahujicim ryze narodni ramec.
Dokazala také, Ze Umélecka beseda je schopna vyporadat se organizacné i s naroénymi
akcemi a zaujmout tak postaveni jednoho z prednich reprezentantll ¢eského kulturniho
Zivota. DUlezitou roli hrala i v umélecké draze Bedficha Smetany. Poprvé od navratu ze
Svédska se mohl opravdu vyrazné uplatnit: mél zasadni podil na hudebni dramaturgii,
nastudoval a Fidil dva hudebni bloky programu, byl autorem slavnostniho pochodu. Tak
vyznamnou a vSestrannou prilezitost predvést své schopnosti do té doby v Praze nemél.
Nepochybné to posililo jeho prestiz v uméleckych kruzich i v o&ich vefejnosti. Ctyfruéni
klavirni Gprava jeho pochodu vysla v témzZe roce také tiskem v prazském nakladatelstvi
Schalek & Wetzler jako op. 20.8

Slavnostni pochod byl ale skladbou spiSe pfrileZitostnou a se Shakespearem spojenou
vlastné jen vnéjSim Gcelem. Ostatni shakespearovské inspirace ve Smetanoveé tvorbé jsou
vSak jiz bezprostfedné svazany s konkrétnimi dramaty. Smetana znal pravdépodobné Sirsi
okruh Shakespearovych dél nez jen hry, které jej pfimo inspirovaly. O moznych zdrojich
jeho znalosti a inspiraci, jimizZ mu tehdy mohla byt predevsim Cetba a divadlo, vSak m(Ze-
me uvazovat jen na zakladé drobnych zminek v pramenech a z dobového kontextu. Prvni
podnéty Ize moZna hledat jiz v dobé Smetanova studijnino intermezza na Akademickém
gymnaziu v Praze ve Skolnim roce 1839/40. Jediny pramen, jeho studentsky denik, ve-
deny v Praze velmi strucné, vSak neobsahuje divadelni informace kromé zminky z éervna
1840, z niz vSak Smetanova pfitomnost v divadle jednoznacné nevyplyva. Tykala se vy-
stoupeni Carla La Roche z videnského dvorniho divadla, ktery se predstavil mj. v roli krale
Leara.® Na pfelomu dubna a kvétna hostoval v Praze také némecky herec Moritz Rott.
Predved! skvélé vykony predevSim v rolich Hamleta, Macbetha a zejména Richarda lll.,
ktery vzbudil nejvétsi ohlas.® 24. ledna 1840 byl pod nazvem Viola poprvé uveden Vecer
trikralovy.** Jiné Shakespearovy hry se béhem tohoto Smetanova pobytu v Praze v divadel-
nim repertoaru neobjevily. Od podzimu 1843 Zil Smetana jiZ trvale v Praze, ale dalSi kon-
vime, Ze tehdy ¢astéji navstévovali divadelni pfedstaveni ve Stavovském divadle - mivali
k dispozici 16Zi Nostic(l a dostavali i volné vstupenky, nebot Katefinin stryc, herec, drama-
tik, rezisér a také prekladatel Shakespearovych dramat Josef Jifi Kolar, a jeho manzZelka,
herecka Anna Kolarova, plsobili v éeském i némeckém souboru Stavovského divadla a do
jejich repertoaru patfila i fada shakespearovskych roli. Tehdy tak Smetana mohl zhlédnout

8) Pochod | k slavnostnimu pruvodu | Besedou uméleckou | uspordadanému na den oslaveni | 300 leté
pamatky | Shakespearova narozeni | dne 23. dubna 1864. | SlozZil | a pro piano na 4 ruce upravil |Bedrich
Smetana. | Dilo 20. Titulni text je kromé cCestiny i ve francouzstiné a Smetana tu naposledy pouZil opusové
oznaceni.

9) ,LaRoche und Nestroy in Prag.“ Denik |, 1840/41, s. 13-14 (Cerven 1840), S 217/1080. La Roche hostoval
v Praze od 4. do 26. ¢ervna 1840 (jako Lear vystoupil 19. 6.).

10) Rott v Praze vystupoval od 21. 4. do 3. 5. Smetana se 28. 4. vréatil z Velikonoc stravenych doma na venkové
a teoreticky jej tak mohl vidét jako Richarda Ill. (30. 4. a 3. 5.) a Macbetha (2. 5.).

11) Reprizy 27. 1., 5. 2. a 7. 5. Prestoze neni k dispozici pfimy dUkaz, Ze Smetana vySe zminéna pohostinska
vystoupeni a predstaveni Violy skuteéné vidél, Nejedly s jeho Gcasti na nich pracuje jako s jasnymi fakty, od nichz
odvozuje v pfipadé Richarda Ill. a Violy jeho pozdé&jsi tviiréi inspirace (srv. NEJEDLY, Zdenék: BedFich Smetana. lll.
Praha a venkov, Hudebni matice Umélecké besedy a Shor pro postaveni pomniku Bedfichu Smetanovi v Praze,
Praha 1929, s. 99-104).
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v ¢eskych i némeckych predstavenich pomérné slusny vybér ze Shakespearovy tvorby, mj.
i vSechny tfi hry, které byly bezprostiedni inspiraci k jeho pozdéjSim dilim.*? Rovnéz poz-
déji v Prozatimnim divadle se mohl se Shakespearem setkavat: jednak jako divak, jednak
jako operni dirigent. Shakespeare byl od roku 1863 stalou soucasti ¢inoherniho reper-
toaru, z oper na shakespearovské naméty tu byly za éry kapelnika Jana Nepomuka Mayra
uvedeny Belliniho | Capuletti e i Montecchi (1862-1863, 1864) a Nicolaiovy Die lustigen
Weiber von Windsor (1865-1866). Na obé predstaveni napsal Smetana kritiky za svého
pusobeni v Narodnich listech,*® pficemz z recenze na druhou operu je ziejmé, Zze Shake-
spearv original znal. Nicolaiova opera figurovala na repertoaru i za jeho kapelnické éry,**
jeji predstaveni viak Fidil druhy kapelnik Adolf Cech. V roce 1869 Smetana nastudoval
Gounodovu operu Roméo et Juliette, kterou naopak za svého pusobeni v divadle dirigoval
vzdy sam. Pokud se tyka Cetby, v rodinné knihovné je dochovano ve étyfech dekorativné
vazanych knihach dvanactisvazkové souborné vydani Shakespearova dramatického dila,
vydané lipskym nakladatelstvim Philipp Reclam jun.*®

Poprvé se shakespearovsky motiv, zprostredkovany vSak hudebnim dilem jiného auto-
ra, objevil ve Smetanové tvorbé pravdépodobné jiz v roce 1840, tedy v dobé studia v Pra-
ze. Jsou to dva fragmenty klavirnich variaci na téma z Belliniho opery | Capuletti e i Mon-
tecchir” Do prvniho soupisu svych ranych skladeb z 3. dubna 1841, obsahujiciho i vybér
ze skladeb sloZzenych v Praze, vSak Smetana tento titul nezahrnul - bud' variace nedokon-
¢il, nebo je nepovazoval za hodnotné dilo.

Prvni dvé skladby inspirované pfimo Shakespearovymi dramaty napsal Smetana za své-
ho plisobeni ve Svédsku a jejich vznik bezprostfedné& souvisel se zménou jeho tviréi orien-
tace, na niz méla vyznamny podil pfedevsim setkani s Franzem Lisztem. Pod dojmem jeho
nazorl i konkrétnich dél obratil Smetana po své prvni navstévé ve Vymaru v zafi 1857
pozornost k programni hudbé, pfedevSim k zanru symfonické basné. Ke komponovani
se tehdy vratil na pfelomu let 1857 -1858 po téméEF dvouleté tvarei pauze. V 1été 1858
dokon¢il prvni symfonickou basen Richard lll. podle stejnojmenné Shakespearovy hry.
Dramaticka predloha mu vSak nebyla podkladem pro popisnou hudebni ilustraci, ale jen
vychodiskem pro jeho vlastni hudebni program dila. Pojal je jako drama vzestupu a padu
hlavniho hrdiny vystavéné na kontrastu dvou hudebné spfiznénych témat Richarda a jeho

12) Vecer svatotiikralovy aneb Cokoli chcete, 1850 (Kolarova - Viola a Sebastian), Macbeth, 1852 (Kolarova
- Lady Macbethova), Zivot a smrt kréle Richarda Tretiho, 1854 (Kolar - Richard, Kolarova - Markéta), Konig
Richard der Dritte, 1855 (Kolar - Buckingham, Kolarova - Elisabeth).

13) Narodni listy, roc. 4, ¢. 184, 9. 7. 1864, s. [2] (Bellini - pohostinské vystoupeni sester Marchisiovych 7. 7.,
nové nastudovani, v némz bylo posledni déjstvi prevzato z opery Nicoly Vaccaie Giulietta et Romeo) a roc. 5,
€. 65, 6. 3. 1865, s. [2] (Nicolai - premiéra a benefice basisty FrantiSka Hynka 4. 3.).

14) Celkem 20 prestaveni v letech 1868-1874.
15) Premiéra 29. 8. 1869, do roku 1874 celkem 32 predstaveni.

16) Shakespeare’s | sdmmtliche | dramatische Werke.| Siebzehnte Auflage. Vydani neni datovano, podle
sdéleni nakladatelstvi Philipp Reclam jun. Verlag GmbH Ize jeho dataci stanovit jen priblizné (asi okolo 1875),
nebot zaznamy o vydanich za valky shorely.

17) Jeden fragment (S 217/1338) obsahuje zifejmé Cistopis Uvodni Casti variaci nadepsany: Fr. Smetana |
1840 | Variationen Uber ein Motiv aus der Oper Montecchi et Capuletti. Notovy zapis byl vS§ak posléze preskrtnut
a papir byl zfejmé pouzit jako prebal na jiné hudebniny. Na druhém fragmentu (S 217/1337) je skica jinych
variaci na stejné téma (téma, variace 1 a ¢ast variace 2).
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protivnikll, pficemzZ sonatovy pudorys dila osobité pfizplsobil svému programovému
zaméru. Richardem lII. tak de facto nastoupil cestu k vlastnimu pojeti symfonické basng,
které po témé&r dvaceti letech zavrsil cyklem Ma viast. Smetana si byl veédom zavaznosti
tohoto tvarciho kroku i novatorstvi dila, k jehoz vyslednému tvaru se zfejmé propracovaval
s velkou zodpovédnosti. Je to ziejmé i z dopisli jeho uciteli kompozice Josephu Prokschovi
a Franzi Lisztovi, v nichZ vénoval charakteristice Richarda Ill. mnohem vice pozornosti, nez
tomu obvykle bylo u jinych dél, a v obou témér shodné konstatoval, Ze do néj vlozil vSechny
své sily a dosavadni znalosti a zkuSenosti.*® V partiture neni Richard Ill. oznacen jako sym-
fonicka basen a v dopise Prokschovi jej Smetana charakterizuje jako ,ein Stlick in einem
Satze, jedoch keine Ouverture, auch keine Sinfonie, kurz Etwas, was noch auf den Namen
wartet.“1® Smetana také doufal, Ze by mohl s Richardem lll. proniknout do ciziny, a proto
v roce 1858 pozadal Liszta nejen o posouzeni kvality dila, ale i 0 pomoc s jeho provede-
nim. Liszt mu vSak své pripominky sdélil az pfi Smetanové druhé navstéveé Vymaru v ¢erv-
nu 1859, kdy spole¢né prehravali Richarda Ill. a jiz dokonéeny Wallensteins Lager,?° ale
s uvedenim mu nepomohl - sdm se neangaZoval a nedal podnét ani jinému dirigentovi.
Jeho pfipominky Smetana do dila zapracoval a nasledné skladbu upravil také pro Ctyfi kla-
viry na Sestnact rukou. Tato UGprava byla provedena v Goteborgu na vefejné zkousce jeho
hudebniho Ustavu 24. dubna 1860 a 4. srpna 1860 zaznéla pfi stejné pfileZitosti i v Praze
v Ustavu Prokschové. Vzbudit zajem o Richarda Ill. v némeckych hudebnich kruzich se
Smetanovi nepodafilo ani béhem koncertni cesty na podzim 1861.2* Poprvé jej tak uved|
na svém koncerté v Praze 5. ledna 1862. Podruhé zaznéla skladba 23. dubna 1867 jako
predehra k slavnostnimu predstaveni Richarda Ill. na pamét Shakespearovych narozenin.
Do tohoto predstaveni v rezii Josefa Jifiho Kolara napsal Smetana jesté prileZitostné fanfa-
ry pro Gtyfi lesni rohy, dvé trubky, tfi trombony a tympany 22 a mezi IV. a V. déjstvim pak Fidil
i svlj shakespearovsky pochod. Naposledy za jeho Zivota proved! Richarda III. Adolf Cech
na Slovanském koncerté Akademického ctenarského spolku 25. brezna 1881.%3

18) Smetana, Bedfrich: Proksch, Joseph, 9. 9. 1858 (Praha, Archiv Narodniho muzea, Sbirky Bohuslava Duska,
inv. €. 909):
Was den Werth desselben anbelangt, muf} ich freilich Anderen tiberlassen, dariiber zu urtheilen, doch
kann ich lhnen, als meinem Lehrer, das anvertrauen und offen bekennen, was ich Anderen nie sagen
wiirde, daB ich all’ mein Wissen und Kennen die Totalitat aller meiner Krafte ohne die leiseste Riicksicht
auf duBerlichen Erfolg bei der Menge der Zuhérer in dasselbe gelegt, und lange Zeit und gewissenhaft
gepriift habe, bevor ich es als vollendet angesehen.
Smetana, Bedfich: Liszt, Franz, 24. 10. 1858 (Weimar, Goethe- und Schiller-Archiv, 59/30,1):
Ich habe ihn mit Lust und Liebe und der Totalitat meiner Krifte geschrieben; mehr als darin ist kann
ich fiir jetzt nicht leisten. Er besteht aus Einem Satze, und die Betonung schmiegt sich so ziemlich an
die Handlung der Tragodie an: Erreichung des vorgesteckten Zieles nach Besiegung aller Hindernisse,
Triumph, und endlich der Fall des Helden.
19) Titulnf list partitury (S 217/1235) je nadepsan: Zu | Shakespeare’s Richard Ill. | fiir | grosses Orchester |
von | Friedrich Smetana | op. 11. Ani na programech a v pisemnych zminkadch Smetana dilo jako symfonickou
basen zpocCatku neuvadél disledné - setkdme se i s oznacenimi ,Musik zu Richard II.“, ,Fantasie zur
Shakespeare’s Tragedie”, ,symfonicka illustrace”, symfonie.

20) Denik 1859, 7. a 11. ¢ervna, S 217/1096.

21) Viz Denik 1860/61, 29. 10. (Lipsko) a 7. 11. 1861 (Kolin nad Rynem), S 217/1098.

22) Autograf partitury fanfar (1 fol.) je vlepen pred titulni list partitury Richarda Ill. (viz S 217/1235).

23) Z této pozdni doby pochazi také Smetanovo jediné konkrétnéjsi vyjadieni k obsahu dila, viz:
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Nové programni inspirace
se promitly i do Smetanovy
klavirni tvorby Svédského ob-
dobi. Velké virtuézni kompo-
zice, které vznikaly v letech
1858-1859 v bezprostred-
nim sousedstvi prvnich sym-
fonickych basni, byly tehdy
spiSe odrazem jeho hledani
novych vyrazovych mozZnos-
ti nez skladbami uréenymi
pro bézZny koncertni provoz
a nemame doklady, Ze by je
Smetana nékdy verejné hral.
Ve svém hledani a tvarcich vy-
bojich pokrocil nejdale v kla-
virni basni Macbeth. Kromé
soupisu vlastnich skladeb
z roku 1875, kde je uvede-
na mezi klavirnimi dily jako
Scena z Macbetha pro klavir
z roku 1859, nejsou k tomu-
to dilu v pramenech vibec
7adné informace. Skladba
je dochovana pouze jako
tuzkova skica, na niz Smeta-
na teprve pozdéji pripojil na-
zev Macbeth a podtitul Skizza
k scéné Shakespearovych
Macbeth a carodéjnice. Pri
prohlidce svych starSich dél
na jare 1883 zfejmé dilo
uznal za Zivotaschopné a hod-
né revize pro pfipadné vyda-
ni,?* ale k jeho dopracovani

PROGRAM
till
FRIED, SHETANAS
offentliga examen med Eleverna vid hans

MUSIK-INSTITUT

Tisdagen den 24 April 1860,

FORSTA AFDELNINGEN:

for 4 Pianofortes, utfores af 1:sta och 2:dra klassens
Elever vid 2:dra afdelningen.

2) INPROVISATION &fver Schuberts Romance ,Die Post®
af St. Heller, utféres af Demoiselle Mathilda Malmsjs.

3) BCAL-SONATE fér 1 Holo och 2me sccompangerande
Pianofortes af Joe. Prolsch, uifives af Thekla Milow
och 4 Elever vid 1:sta afdelningen.

o 4) @/ KROATMARSCH | 4-hindign stycken af 2. Sehu- )
&) ABENDLIED mann, utfores af Mamsellerne
Louise Firstenberg och Emma Rihss,

5) PINALE ur Triumphsinfonien af F. Smefans, arrangerad

for 4 Pianofortes af J. Proksch, utfires of Eleverna )

vid 2:dra afdelningen.

ANDRA AFDELNINGEN:
6) ANDANTE ur ofvanstiende Sinfonie af v. Beethoren, ar- ‘
rangerad for 4 Pianofories utfires af Eleverna vid 7
2:dra afdelningen. L
7) J’ONDINE af 7. Schulkoff, uifires af Mamsell Ulla Montén, (|
8) UNGDONSRONDO af F. Smefana, fir 4 Pianofortes, ulfo-
D res af Eleverna vid I:sta afdelningen.
@) CAPRICIO af F. Smetona, utftres af Mda Hjort.
10) FANTASIE ifver motiver ur ,Barberaren i Sevilla® af ([
Joackim Raff, ntféres af mamsell Leontine Corin. <]
11) RICHARD DEN 3:dje, Sinfonisk Diki, komponerad for &
Orchester och arrangerad fir 4 Pianofortes af F.
Smetana.
X

X g¢ _\{{“.
Py ”,'.‘TSUM

Program vefejné zkousky Smetanova hudebniho ustavu v Géteborgu
24. 4. 1860 s provedenim Upravy Richarda Ill. pro ¢tyfi klaviry na Sest-
nact rukou /

Programme of a public rehearsal at Smetana’s music institute in
Gothenburg 24 April 1860 with a performance of an arrangement of
Richard Il for four pianos sixteen hands

NM-CMH-MBS S 217/1594

Smetana, Bedfich: Srb, Josef, 14. 2. 1881 (S 217/355):
Kdo znd Richarda I1I od Shakespeara, muze si celou tragedii predstavit, jak se mu libi, pti provozovani
té hudhy; ale do detailu vypocitat vsechny vystupy a cely d¢j, to prec neni mozno, a nejmin to ode mné
muzete ocekavat! - Jen tolik mohu tict, ze jsem uz prvnim taktu osobnost Richarda jaksi v hudebni postave
uvedl, thema toto hlavni vladne vselijakych variacech skrz celou skladbu. Pired finalem jsem se pokusil lic¢it
hudebné onen sen strasny pred bitvou v celtu Richarda, kde mu vSechny od nej zavrazdéné osoby v noci co
duchové zejtiresi zkazu prorokujou. Konec je pad Richarda. V stredu skladby je vitézstvi Richarda co kréle,
a potom upadek poznenahle az ku konci.

24) Autograf S 217/1366. Na p. 1 vlevo nahore pfipsdno modrou tuzkou ,+pfijme se“.

62 B Musicalia 1-2 / 2017



Smetana a Shakespeare

se jiz nedostal. Jako inspiracni podnét si ze Shakespearovy tragédie vybral pouze scény
setkani Macbetha s ¢arodéjnicemi. Ani v tomto dile nelze hledat konkrétni déjovou linii,
proto se také pokusy o jeho obsahové vyklady lisi,?® ale i zde se v podstaté odehrava, ten-
tokrat na pozadi fantaskniho nadpfirozeného svéta, vzestup a pad Ustfedni postavy dra-
matu. Skladba bliZici se svym rozsahem (328 takt(l) spiSe rozmériim symfonické basné
se vyznacuje zvukovou mohutnosti a barevnosti vyuzivajici maximalné mozZnosti nastroje,
komplikovanou chromatikou, harmonickymi zvlastnostmi, ale pres veSkerou invenéni smé-
lost a neobvyklost zlstava dilem myslenkové i koncepéné ucelenym. Podoba skici, rozsah
a celkovy charakter dila vedly i k Gvaham, zda se nejedna spiSe o skicu k orchestralni
¢i koncertni skladbé.?® | v tomto pfipadé dala tedy shakespearovskéa inspirace vzniknout
mimoradnému a ve Smetanové klavirni tvorbé zcela ojedinélému dilu. Zatimco Richard Ill.
stal na pocatku jeho nového sméfovani v oblasti symfonické, Macbeth zavrSil a uzaviel

jeho tehdejsi tvarci experimentovani v klavirni tvorbé.

0Od pocatku Sedesatych let se stala patefi Smetanovy tvorby opera, s niz je spojen
treti shakespearovsky namét - Vecer trikralovy. V jeho volbé Smetana tehdy spatfoval
i mozZnost proniknout jako operni skladatel snaze do ciziny nez s dily na doméaci namé-
ty.?” Na podzim 1870, kdy naplno pracoval na Libusi, vyzval k napsani libreta nejprve
dramatika Josefa Stolbu.2® Teprve pak se obratil na Elisku Krasnohorskou (1847-1926),
kterd se nasledné stala jeho ,dvorni“ libretistkou. Slibné zahajenou praci vSak utlumily
opakované odklady a spolecna prvotina nakonec zlstala torzem. Peripetie vztahu obou
protagonistl k shakespearovskému namétu odrazi celkem zretelné jejich vzajemna kore-
spondence, i kdyz zdaleka neni kompletni a mnohé navic projednavali osobné.?® Nevime,
zda Smetana Krasnohorskou oslovil jesté v roce 1870 nebo az zatatkem 1871. V lednu
1871 jeho nabidku pro zaneprazdnéni odmitla,®® ale jiz v dubnu mu zaslala k posouzeni

25) Srv. NEJEDLY, Zdenék: Bedfich Smetana I., Spolek vytv. umélcti Manes, Praha 1924 (Zlatoroh, sbirka
illustrovanych monografii), s. 296-299; ZICH, Otakar: Symfonické basné Smetanovy, Hudebni matice Umélecké
besedy, Praha 1949, s. 85-89.

26) Za skicu k symfonické basni ji povazuje Otakar Zich (op. cit. v pozn. 25, s. 85-92), prestoze pripousti
zfetelnou klavirni stylizaci nékterych mist. V roce 1934 dilo instrumentoval Otakar Jeremias (Bedrich Smetana.
Scéna z Macbetha, instrumentace Otakara JeremiaSe, partitura, Cesky rozhlas, Praha 2004). Na zakladé
domnénky Ludvika Kundery, Ze jde o skicu skladby pro klavir a orchestr, dilo do této podoby dotvofil Jarmil
Burghauser (Bedrich Smetana. Macbeth a ¢arodéjnice. Symfonicky obraz pro klavir a orchestr, skladatelovu
skicu zpracoval a doplnil Jarmil Burghauser, partitura, Editio Supraphon, Praha 1981).

27) Smetana, Bedfich: Krasnohorska, Eliska, 31. 1. 1878 (S 217/256):

[...] ajasdm jen proto Violu jsem chtél komponovat, proto ze jsem doufal s tim i za hranice ceské se dostat.
28) STOLBA, Josef: Z mych paméti. Vzpominky ze Zivota, z divadla a z literrnich stykd. I., Nakladatelské druzstvo
Méje, Praha [1906], s. 259:

»Ale vite,“ pravil pojednou v zaniceni, uprev na mne zraky své, jez zarily primo v nad$eni, ,co by dalo

skvostné libreto pro skute¢nou operni veselohru, plnou néhy a poesie? - Sebastian a Viola od Shakespeara.

Tu-li byste mi chtél vnahradu za toho nestastného Zakletého prince napsati, pustil bych se do komponovani

s rozkosi a hned.“

Nic vice vSak Stolba k tomuto névrhu jiz nezaznamenal.

29) Cast Smetanovych dopisti Krasnohorska spalila a neuchovala ani své pisemné hovory se Smetanou, viz
STREJCEK, Ferdinand: Proé¢ spalila Eliska Krdsnohorska dopisy Smetanovy, Zvon, roé. 40, 1939, ¢. 6, s. 81-82.
Komentovanou edici zachované korespondence vydal Mirko Ocadlik: EliSka Krasnohorska - Bedfich Smetana.
Vzajemna korespondence, F. Topi¢, Praha 1940.

30) Krasnohorska, EliSka: Smetana, Bedfich, 19. 1. 1871 (S 217/661).
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podrobny nastin budouciho libretniho zpracovani.?! Povazovala za vhodné zapracovat jeho
navrhy do tohoto predbézného rozvrhu, nez zasahovat pozdéji do jiz hotové stavby libreta.
Smetana poslal své pripominky prakticky obratem,®? Krasnohorska provedla poZzadované
Upravy véetné zmény titulu ze Sebastian a Viola na definitivni nazev Viola a jiz v ¢ervnu
1871 odevzdala Smetanovi kompletni libreto.3® Dalsi jednani probéhlo osobné v srpnu za
Smetanovy navstévy v Plzni®* a poté prvni a bezproblémova etapa jejich spoluprace na
Viole skoncila.3® Smetana nejprve dokoncil Libusi a pak narychlo komponoval Dvé vdovy.3®
V roce 1874 vSak ohluchl a 1875 odeSel z Prahy do Jabkenic. K operni tvorbé se vratil
aZz ve druhé poloviné roku 1875 a zacal pracovat na Viole.®” Od Krasnohorské ale mél
uz také libreto Hubicky a pfinejmensim jesté zaGatkem roku 1876 se zaobiral soucasné
obéma operami.®® Hubicka nakonec prevazila i proto, Ze Krasnohorska s odstupem ¢asu
zaujala k libretu Violy kriticky postoj, chtéla je pfepracovat, a proto otalela s pozadovany-
mi zménami.®® Podle drobnych zprav, které se v tisku objevily po dokonéeni Hubicky, se
mél Smetana k Viole vratit jesté na podzim 1876.%° Je vSak otazkou, zda se pfi intenzivni

31) Krasnohorska, EliSka: Smetana, Bedfich, 26. 4. 1871 (S 217/662):
Ponévac Jste se racil vicekrat zminit, ze by Jste Si pral miti , Trikrdlovy vecer“ v libretto prrepracovany,
osmeluji se, zaslati Vam nastin takého spracovani, |...| Odrekla jsem Vam sice jiz jednou v téze zalezitosti
[...] nyni vSak nabizim se Vdm ke vSem moznym $prymum, a chci se snazit, abych neurazela pamatku
Shakespearovu.
32) Viz Krasnohorska, Eliska: Smetana, Bedfich, 11. 5. 1871 (S 217/663).
33) Krasnohorska, Eliska: Smetana, Bedfich, 29. 6. 1871 (S 217/664):
Ackoliv Jste Si pral, abych Vam kazdé jednani Vaseho libretta hned k posouzeni zaslala, jakmile bude
spracovano, osmelila jsem se, spracovat celou operu, [...| Rac¢ite snad uveérit, ze by mné bylo piilis obtizno
pracovat po kouscich; myslim také, ze Sdm lepsiho prehledu nabudete, uziite-li praci hned dokonanou.
|...] Kde Vdm vSak mnozstvi textu bude piekazet, budeme svarné skrtat.
Krasnohorska rovnéz pripojila divody, proc se v nékterych momentech jeji pojeti lisi od Shakespearovy predlohy.
34) Smetanovy zapisky v Kalendari Koruny ¢eské na obycejny rok 1871, 6. 8. (S 217/1111).
35) Nejsou k dispoziciinformace, zda probihala dalsi pisemna i osobnijednani, na jejichZ zakladé Krasnohorska
text jeSté upravovala, a kdy dohotovila kone€nou verzi libreta. Je vSak pravdépodobné, Ze to bylo pozdé&ji nez
v roce 1871. Viz Svétozor, ro¢. 6-7, ¢. 10, 7. 3. 1873, s. 116:
Sl. Krdsnohorska dokoncila mimo jednoaktové mensi libreto jesté jiné rozsahlejsi ,,Sebastian a Viola“ dle
zndmé veselohry Shakespearovy ,Vecer tirikralovy“.
36) Jesté pred tim, neZ s kompozici Dvou vdov zacal, prinesl Dalibor, ro¢. 1, ¢. 9, 28. 2. 1873, s. 73 informaci
0 jeho opernich planech po dokonc&eni Libuse s tim, Ze kromé Dvou vdov ,pfipravuje se ku komické opefe vétsino
rozméru, jejiz libreto zaloZeno jest na jedné z nejicinnéjSich veseloher Shakespearovych (Sébastian a Viola).“
AvSak vzapéti po premiéfe Dvou vdov se jiz objevila zprava, Ze hodla nejprve komponovat Hubi¢ku na pravé
dopsané libreto ElisSky Krasnohorské a po ni teprve pristoupi ke kompozici velké komické opery Viola, viz (-kk-):
Dvé vdovy, Posel z Prahy, ¢. 75, 29. 3. 1874, s. [2].
37) Viz Dalibor, ro€. 3, €. 34, 21. 8. 1875, s. 273, stejnou informaci pfinesly téZ Narodnf listy, ro¢. 15, ¢. 235,
27.8.1875, s. [3].
38) Tyto dni jsem zacal koncepci nové komické opery: ,,Hubicka“ (dle Svétly) od Krasnohorské, mimo toho
také komponuju ,Violu“.
Smetanovy zapisky v Kalendari Koruny ¢eské na obycejny rok 1875, 20. 11. (S 217/1116). Téz Krasnohorska,
EliSka: Smetana, Bedfich, 27. 2. 1876 (S 217/667). Z této doby pochazi tuzkova skica Violy (do taktu 365), jejiz
zaCatek se vSak Smetanovi pozdéji ztratil (S 217/1222).
39) Krasnohorska, EliSka: Smetana, Bedfich, 11. 12. 1875 (S 217/666):
|...] pozoruji bohuzel na Viole, ze jsem ji prelyrizovala, a s Vasim dovolenim navrhnu nékteré zmeény
v ¢astech posud nekomponovanych, které, jak doufdm, daji hlavnim scéndam vice dramatického Zivota.
|...] aspon vidim na Viole, jak malo jsem tenkrat uméla, kdyz jsem ji psala!
40) Nyni pracuje Smetana na veliké komické opere ,Viola“ (text dle Shakespeara) ve slohu konversa¢nich
oper francouzskych.
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praci na smyccovém kvartetu ,Z mého Zivota“ mohl vénovat i kompozici opery a zda tu
tedy spiSe nejsou jen zkreslené interpretovany jeho dalsi tvarci plany, v nichz tehdy Viola
zfejmé zatim stale jesté zlstavala nasledujicim opernim projektem. Pfi praci na Hubicce
mu vSak jiz Krasnohorska nabizela dalSi domaci naméty a prednost nakonec dostalo Ta-
jemstvi. V fijnu 1877, kdy zdaleka jeSté nebylo dokonéeno, ji Smetana pozadal o vraceni
textu Violy.** Pfes svou pretrvavajici averzi byla ochotna se k praci na Viole vratit, pokud by
nedal prednost ceskému namétu.*? Vzapéti na to ji dal Smetana ohledné nové latky vol-
nou ruku s tim, Ze na prosazeni v ciziné a tedy i na dokon&eni Violy jiz rezignoval.*® Upinou
rezignaci vSak Krasnohorska obratem odmitla, aby nepfisla nazmar jeho dosavadni prace.
Chtéla proto na Viole pracovat soucasné s novym domacim libretem, aby si Smetana po
Tajemstvi mohl sam vybrat.** K tomu vSak nedoslo, na pretres pfisly dalSi naméty a ziejmé
od konce roku 1878 je oba jiz zaméstnavala Certova sténa. O Violu projevil Smetana opét
zajem az v roce 1880. Nepral si zasadni pfepracovani libreta, a tak v ném Krasnohorska
tehdy provedla jen dil&i Gpravy.*® Smetana vdak pokracoval v praci na Certové sténé a jeho
novou pozornost obratilo k Viole teprve vypsani operni soutéze k znovuotevieni Narodni-
ho divadla v Gnoru 1882.%¢ Pfedpokladal zfejmé, Ze by mohl Violu ve IhGté stanovené do
31. ledna 1883 dokondit, a pozadal tedy Krasnohorskou o souhlas s pouzitim libreta.
S poukazem na jeho stéfi svolila se znaénym sebezaprenim a nezvykle ostfe formulovany-
mi vyhradami, nebot byla tehdy nepfijemné dotéena snahami ze Smetanova okoli odradit
jej od dalSi spoluprace s ni. Ochotna byla pouze k drobnym zménam, pfipadné vétsi zasahy
do textu odmitla.*” Dokoné&eni Certovy stény se vak protahlo aZ do léta 1882 a vzhledem
k Smetanovu zdravotnimu stavu nebyl jiz soutézni zamér realny. Na Viole zacal Smetana
znovu skuteCné pracovat az na jafre 1883, komponoval ji sice pomalu, ale pribézné po
cely rok, v uréitych obdobich dokonce paralelné s PraZskym karnevalem.*® Posledni zapisy

Ve shodném znéni prinesly tuto informaci spolu se zpravou o dokonceni Hubi¢ky Narodni listy, ro¢. 16, ¢. 253
a 254, 13. a 14. 9. 1876, s. [2 a 3], Posel z Prahy, ¢. 229, 14. 9. 1876, s. [3] a Svétozor, ro¢. 10, ¢. 38, 22. za-
i 1876, s. 520.
Narodni listy, ro¢. 16, ¢. 306, 5. 11. 1876, s. [3] uvedly:
B. Smetana pracuje nyni vedle své zpévohry ,,Sebastian a Viola“ na Smytcovém kvartetu, kterazto zprava
zajisté radosti naplni veskeré pratele komorni hudby.
41) Smetana, Bedrich: Krasnohorska, Eliska, 2. 10. 1877 (S 217/254):
Bylt jsem nedévno pisemné tazan, jak se to ma s operou ,Violou“, pro¢ o ni neni vice reci, ackoliv se
potad psalo a trikalo, ze komponuji na Vasim prepracovanim této opery? Byl bych Vam, draha sle¢no, velice
povdécen, kdyby jste ji mné zase vrétila; |[...|
Tazatelem byl ziejmé Ludevit Prochazka v dnes neznamém dopise, viz Smetana, Bedfich: Prochazka, Ludevit,
26.9. 1877 (S 217/291):
Operu ,,Viola“ vzala sle¢na Krasnohorska zpét, chtéje sem a tam zméni délat. Potom mné ji zase odesle.
42) Krasnohorska, EliSka: Smetana, Bedfich, 25. 1. 1878 (S 217/673).
43) Smetana, Bedfich: Krasnohorska, Eliska, 31. 1. 1878 (S 217/256).
44) Krasnohorska, EliSka: Smetana, Bedfich, 1. 2. 1878 (S 217/674).
45) Krasnohorska, EliSka: Smetana, Bedfich, [29. 10. 1880] (S 217/684).
46) K podminkam a pribéhu soutéze viz HOROVA, Iva: Operni konkursy, vypsané v souvislosti s otevienim
Narodniho divadla v Praze, Hudebni véda, ro¢. 27, 1990, ¢. 2, s. 152-158.
47) Krasnohorska, EliSka: Smetana, Bedfich, 23. 2. 1882 (S 217/685).
48) Srv. Smetanovy dopisy Josefu Srbovi 3. 4., 7. 4., 14. 4., 24. 5. a 24. 7. 1883 (S 217/414, 415, 417, 422,
426). Teprve z této doby pochazeji fragmenty partitury (S 217/1220, 1221) a nékolik dodatk( do skici ze 70. let.
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Libreto opery Viola / Libretto of the opera Viola

Rukopis EliSky Krasnohorské se Smetanovymi pripisy / Eliska Krasnohorska’'s manuscript with inscriptions

by Smetana
NM-CMH-MBS S 217/1510

ze zacatku roku 1884 vSak jsou jiZ jen svédectvim zapasu s nelprosné postupujici choro-
bou. Shakespearovska inspirace ve Smetanové nejvyznamnéjsi tvlrcéi oblasti tak zlstala
nakonec nenaplnéna. Rozhodujici byl nepochybné postoj samotné libretistky. Patrné i na
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zakladé Smetanovych pripominek s odstupem ¢asu sebekriticky vycitila, Ze toto jeji rané
libreto neodpovida zcela jeho stylu prace a mize pro ného byt do jisté miry svazujici. Proto
také otalela se zménami a uvazovala o prepracovani.*® DalSim momentem, ktery Violu prd-
bé&zné odsouval, mohla byt u obou preference narodnich, tj. domacich namétd. Zejména
Krasnohorska byla o jejich pfednosti pfesvédcena, a proto jimi Smetanu také prabézné
zasobovala.’® Smetan(iv obnoveny zajem o Violu v priibéhu praci na jinych operach byl
vzdy jen chvilkovym navratem. Je otazkou, do jaké miry byl iniciovan vnéjSimi impulsy Ci
skutecnym tviréim zajmem, svou roli tu nepochybné hrala i neujasnéna podoba libreta.
A neni vlbec jisté, Ze by se k Viole vratil natrvalo, kdyby mu bylo dopfano tvofit déle, nebot
svUj hlavni operni cil spatfoval v jiném Zanru. PfestoZe po Krasnohorské Zadal po celou
dobu jejich spoluprace vyhradné komické naméty, coz byla i Viola, touzil vytvofit jesté vel-
ké hudebné dramatické dilo.%* Z posledniho dochovaného dopisu EliSky Krasnohorské je
zfejmé, Ze s ni po dokon&eni Certovy stény moznost libreta budouci vazné opery probiral.5
Smetanova dalSi korespondence se vSak jiz 0 novém opernim projektu nezminuje. Mozna
na né&j rezignovali po nelspéchu Certovy stény, ale neredlnym se stal predevsim kvdli
Smetanovu zdravotnimu stavu. Sam jiZ citil Gbytek tvarcich sil a navrat k rozpracovanému
dilu tak pro ného byl alternativou, ktera méla za priznivych okolnosti vétSi nadéji na do-
konéeni. TvUrci vzepéti v roce 1883 bylo vSak prilis kratké a ani na tento Ukol jiZ nestacilo.

Adresa: Olga MojziSova, Muzeum Bedficha Smetany, Novotného lavka 1,
110 00 Praha 1, Ceska republika
E-mail: olga_mojzisova@nm.cz

49) Krasnohorska, EliSka: Smetana, Bedfich, 11. 12. 1875 (S 217/666):
Racil Jste Se mne laskave tazati, ¢im to jest, ze Hubicka jest méné formdlni nez Viola. Mé uprimné, a¢
nevedomé minéni jest, ze se mi Hubicka 1épe podarila, a Ze se v ni scény diirazné tise¢né lépe stridaji
s takovymi, kde lyricky oddech nabyva ¢asu i mista, nezli ve Viole, kteraz by asi vypadala jinak nyni, nez jak
jsem ji spracovala pied ¢tyrmi léty.

Krasnohorska, EliSka: Smetana, Bedfich, 27. 2. 1876:
Jen nebude-li to prilis tésnd uzda Vasemu hudebné basnickému Pegasu?

Krasnohorska, EliSka: Smetana, Bedfich, 26. 5. 1876 (S 217/669):
|...] Viola potirebuje velmi mnoho oprav!

Krasnohorska, EliSka: Smetana, Bedfich, 25. 1. 1878 (S 217/673):
Nevim, ¢im to je, ze mé ta Viola nechce pranic animovat! Snad proto, Ze je zamilovana divka v muzskych
Satech, kterouz na divadle nemohu vystat tak jakobych ji ve skutec¢nosti nemohla vystét. [...] Od srdce mi
ale nejde, at mé tirebas nékdo za to kard, odsoudi, obési, nebo posméchem vycastuje! nemohu za to.

50) Krasnohorska, EliSka: Smetana, Bedfich, 1. 2. 1878 (S 217/674):
Ale jsem tak zarliva na to, abyste napsal co nejvice latek domacich, a porad si myslim, ze na Violu je jesté cas -

51) Smetana, Bedfich: Cech, Adolf, 4. 7. 1882 (S 217/218):
[...] s novym patri¢nym textem tragickym, bych se ted nejradéji zameéstnaval, proto Ze bych to, co ve mné
zije o slohu tom, a co jsem v Libusi nemohl provéct kuli textu, ted’ pokusil [se] uvézti vefrejnému Zivotu. -
Posud musim c¢ekat - nemam textu.

52) Krasnohorska, EliSka: Smetana, Bedfich, 17. 10. 1882 (S 217/686):
Nyni dovolte nékolik slov patricich k nasi posledni rozmluvé a tykajicich se Vasi budouci vazné opery,
ve které chcete nejvlastnéjsi Sviij smér dovrsiti a korunovati [...]. Zapomenu k vili Vasim umeéleckym
intencim na vsecko, co mi kdo ucinil neprijemného ze zasti, Ze komponujete na mé texty. Zapomernte
také Vy na to, co Vdm kdo nahucel o mé nedostatecnosti; slibuji Vam libretto, které by VAm mohli vsichni
muzikanti zavideét; ano, takové Vam udélam, cheete-li.
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his study deals with Bedfich Smetana’s encounters with the legacy of William

Shakespeare. The introduction is devoted to Smetana’s participation at the celebration
of Shakespeare’s 300™ birthday in 1864, at which he took part in the organization and
dramaturgy as a conductor and a composer. The next part deals with the possible sources
of Smetana’s knowledge of Shakespeare’s plays, followed by compositions inspired by
specific dramas. It describes the circumstances of the genesis of the symphonic poem
Richard Ill and of the piano composition Macbeth and Smetana’s conception of those
works’ subject matter in relation to the shift of his artistic orientation towards programme
music during his stay in Sweden. Above all, on the basis of their exchanged correspondence,
the study then examines the ups and downs of Smetana’s relationship with the EliSka
Krasnohorska and the composer’s unfinished opera Viola based on Twelfth Night.

Bedrich Smetana - William Shakespeare - EliSka Krasnohorska - Richard Il - Macbeth
- Viola - libretto - symphonic poem - Smetana’s correspondence - Umélecka beseda

The artistic career of Bedrich Smetana (1824-1884) intersected several times with
the legacy of the English dramatist Shakespeare, and these encounters left a significant
mark on his oeuvre and on Prague’s musical life. In the latter case, the encounter was of
mutual importance primarily because of its societal impact, because the celebration of
the 300" anniversary of Shakespeare’s birth in 1864 went down in history as one of the
first major, exclusively Czech cultural events of the latter half of the nineteenth century.
A relaxation of the political climate in Austria in the early 1860s opened the way for this
event, enabling the development of a modern, self-conscious Czech society. Culture and
the arts became not only an important manifestation of growing efforts towards Czech
national emancipation, but also a means of displaying society’s standards and maturity.
Societal changes and the emergence of new cultural and musical institutions also revived
Bedfich Smetana’s hopes for a career in his homeland and made a major contribution
towards his decision to leave his comfortable position in Gothenburg, Sweden, and to
return to Prague, although he did not have any assurance of a secure living there. Upon
returning, he engaged himself intensively in Prague’s musical life and in the activities of
certain institutions. He was even involved with the establishment of the most important
Czech cultural society, Umélecka beseda (Artists’ Society), founded at the beginning of
1863. Its three departments brought together Czech visual artists, writers, and musicians,
and Smetana became the first chairman of its music department.* The organization set

This work was financially supported by the Ministry of Culture of the Czech Republic (DKRVO 2017/43,
00023272). It is based on a paper presented in the thematic group William Shakespeare and Music at an
international conference of the Czech Musicological Society in Prague on 18-19 Nov. 2016.

© 2017 Olga Mojzisova, published by De Gruyter Open. This work is licensed under the Creative Commons Attribution-Non-
Commercial-NoDerivs 3.0 License.
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out to raise public awareness with a large, high-profile event that would demonstrate
the importance and capabilities of the new association and of the entire Czech artistic
community united through it. The occasion chosen for this purpose was the celebration
of the 300" anniversary of Shakespeare’s birth on 23 April 1864. The literary committee
submitted the proposal in August of 1863, and in December management of Umélecka
beseda gave its definitive approval. A nine-member committee with representatives from
all three departments worked on the programme.? While the original plan had called for
private entertainment for the members and a public event at the Provisional Theatre, the
result was a grandly conceived celebration at the New Town Theatre with its far greater
capacity.® As a member of the preparations committee for the music department, Bedfich
Smetana played an important part in the form ultimately taken by the musical component.
Undoubtedly at Smetana’s suggestion and under his direction, the hour-long opening
portion of the programme consisted of four movements from Hector Berlioz's dramatic
symphony Roméo et Juliette. The opera orchestra of the Provisional Theatre was augmented
by students from the Prague Conservatory, the men for the chorus consisted of singers from
the Hlahol vocal society, and the women’s voices were supplied by Prague’s church choirs.
Josefina Prochazkova and Jan Ludevit Lukes sang the solo parts. In terms of its dramaturgy
and the demands on the performers, this was a daring and rather risky undertaking in
the given context. Because of the little time available for preparations - supposedly just
three rehearsals - and because of the enormous forces consisting of both amateurs and
professionals, there were unavoidably some problematic moments in the performance,
especially in the choral passages. Although this was not the first performance of Berlioz’s
work in Prague, some reviewers regarded the choice of such an extended portion of a work
that was difficult for both the performers and the listeners as rather inappropriate and the
weakest part of the entire evening.* The other portions of the programme featured not
only music, but also prominent visual arts and theatrical components. The actor FrantiSek
Kolar opened the second portion of the programme in the guise of Prospero from The
Tempest with a speech by Ervin Spindler celebrating Shakespeare’s genius. There followed
tableaux vivants from six of Shakespeare’s dramas (The Merchant of Venice, Richard Ill,

1) Even before Umélecka beseda had been officially founded, he was a member of the preparations committee
and of the provisional committee of the music department. At the inaugural meeting on 9 March 1863, he was
elected to the executive committee, and on 15 March he was made chairman of the music department. He was
reelected to both positions in 1864, but he resigned on 6 June. He was still a member of the executive committee
in 1870, and he served as chairman of the music department in 1865, '68 (part of the year), ‘69, and '70.

2) See Padesat let Umélecké besedy 1863-1913 (Fifty Years of the Artists’ Society 1863-1913), ed.
Hanus$ Jelinek, Umélecka beseda, Prague 1913, p. 233. Also see the minutes from meetings of the executive
committee of Umélecka beseda. Museum of Czech Literature - Literary Archives, Umélecka beseda collection,
meeting reports and minutes from 1863-1904, carton A 44.

3) This lavish Czech celebration in honor of a foreign dramatist was also influenced to a certain extent by the
celebrations of the 100" anniversary of the birth of Friedrich Schiller in 1859 and was perhaps also motivated
by an effort to equal or even surpass it. Cf. JELINEK, op. cit. in footnote no. 2, p. 233 and Bedfich Smetana.
Orchestralni skladby Il. (Bedfich Smetana. Orchestral Works Il), Spole¢nost Bedficha Smetany - Narodni hudebni
vydavatelstvi Orbis (Bedfich Smetana Society - Orbis National Music Publisher), Prague 1951, p. X (foreword by
FrantiSek Bartos).

4) See Bohemia, vol. 37, no. 100, 26 April 1864, p. 1176 (insert, initial -S-); Slavoj, vol. 4, no. 9, 1 May 1864,
pp. 147 -148 (initials fbz).
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Coriolanus, Cymbeline, Romeo [ '
and Juliet, The Winter’s Tale) with
music composed and conducted
by Vilém Blodek.®> The climax

was a ceremonial procession PROGRAM

lasting for three-quarters of an

hour, with groups of people in slavnosti

costume rgpresenting nearly two 300-leté pam atky zrozenin
hundred fifty characters from A

thirty of Shakespeare’s works, SHAKESPEAROVYCH,
who gathered on the decorated ji

stage surrounding an enormous dne 23. dubna 18684 o 7. hodiné veder
bust of Shakespeare by the phsobenm

sculptor Jindfich Capek to form ~Umélecké besedy*

the final tableau vivant and pay  spoluiéinkorkaim

tribute to the playwright. The e iy, ity Setirabihg st dirdla Sk,
actress Otilie Mala, dressed as e el SN o e
Perdita from The Winter’s Tale, ' gt

recited an epilogue by Emanuel mpecidn]

Zungel emphasizing the power slaynostni vybor.

of the arts to unite nations in
mutual esteem and respect, and
an allegorical parable celebrated
the return of the free Czech arts:
Perdita from The Winter’'s Tale,

a child driven away to foreign

« - Titulni strana programové brozury vydané Uméleckou besedou
Shores,. SEOOd for perdita ars k Shakespearové slavnosti / Title page of a programme brochure
bohemica”, the lost arts of published by the Artists’ Society for the Shakespeare celebration

Bohemia, no longer compelled to  NM-CMH-MBS S 217/1544

seek refuge abroad and now able

to resume development in their homeland.® The accompaniment for the procession was
originally to have been the Wedding March from Mendelssohn’s music to A Midsummer
Night’s Dream, which was ultimately replaced by a march by Bedfich Smetana. The change
probably came about at the end of preparations, because the score was not finished until

5) The first four tableaux were arranged by Karel Purkyné, the last was made by Antonin Gareis, and the tomb
scene from Romeo and Juliet was based on a painting by Petr Cornelius. All of them had to be repeated, and the
lighting effects by Romuald BoZek contributed to their great success. The most effective tableau was apparently
that of the final scene from The Winter’s Tale, which had something of a symbolic standing in the whole evening’s
programme because of its ties to a Bohemian, albeit imaginary, environment.

6) For the celebration, Umélecka beseda published a programme brochure with the texts of the sung and
recited numbers and a complete listing of the characters in the procession forming the individual groupings from
Shakespeare’s dramas (S 217/1544). Unless stated otherwise, the cited sources are from the Bedfich Smetana
collection (S 217) in the holdings of the National Museum - Czech Museum of Music - Bedfich Smetana
Museum. For this reason, only their inventory numbers are given as a reference.
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17 April, just a week before the celebration. Apparently on the basis of the rehearsals,
Smetana later adapted the composition so the march could be repeated for the duration
of the procession.”

According to the press coverage, the Shakespeare celebration was understood by the
organizers and the public as a new artistic generation coming to the attention of society
and, at the same time, as a demonstration claiming artistic values extending beyond the
framework of pure nationalism. It also proved that Umélecka beseda was organizationally
capable of handling even ambitious events and thus of assuming the standing of one of the
leading representatives of Czech cultural life. The celebration also was of importance for
Bedrich Smetana’s artistic career. For the first time since his return from Sweden, he was
truly able to assert himself prominently: he played a major role in the musical dramaturgy,
rehearsed and conducted two musical sections on the programme, and composed the
ceremonial march. Until then, he had not had such an important, all-around opportunity
in Prague to demonstrate his abilities. This undoubtedly enhanced his prestige in artistic
circles and in the eyes of the public. The Prague publisher Schalek & Wetzler issued a four-
hand piano arrangement of his Festival March in print that same year as Smetana’s op. 20.8

The Festival March was, in fact, more of an occasional piece connected with Shakespeare
only outwardly by its purpose. The other cases of Shakespeare’s inspiration in Smetana’s
oeuvre, however, are directly tied to specific dramas. Smetana probably had a broader
knowledge of Shakespeare’s works than just the plays that directly inspired him, but we
can only speculate about the possible sources of his knowledge and inspiration (probably
primarily reading and the theatre) on the basis of brief references in sources and the
context of the period. The first stimuli can perhaps be found back at the time of Smetana’s
interlude as a student at the Academic Grammar School in Prague during the 1839/40
school year. The only source, the diary he was keeping as a student, is very sketchy
during the period while he was in Prague, and it contains no information about theatre
apart from an entry dated June 1840 that does not clearly indicate Smetana’s presence
in the theatre. This involved a performance by Carl La Roche from the court theatre in
Vienna, who appeared playing King Lear, among other roles.® In late April and early May,
the German actor Moritz Rott was also making guest appearances in Prague. He gave
excellent performances mainly in the roles of Hamlet, Macbeth, and especially Richard llI,
for which he received the greatest acclaim.’® On 24 January 1840, Twelfth Night was

7) He later added 10 bars to the score marked as 1™ volta after bar 154, allowing the repetition of the march
from bar 55 for as long as needed during the staged performance. See the autograph score, S 217/1241.

8) Pochod | k slavnostnimu pruvodu | Besedou uméleckou | usporddanému na den oslaveni | 300 leté
pamatky | Shakespearova narozeni | dne 23. dubna 1864. | SloZil | a pro piano na 4 ruce upravil | Bedrich
Smetana. | Dilo 20. (March | for the ceremonial procession | presented by Umélecka beseda | on the day of the
celebration | of the 300" anniversary | of Shakespeare’s birth | on 23 April 1864. | Composed | and arranged
for piano 4 hands | by Bedfich Smetana. | Opus 20.) The text of the title is in both Czech and French. This was
the last time Smetana would use an opus number.

9) “La Roche und Nestroy in Prag.” Diary |, 1840/41, pp. 13-14 (June 1840), S 217/1080. La Roche made
guest appearances in Prague from 4 to 26 June 1840 (he appeared as King Lear on 19 June).

10) Rott appeared in Prague from 21 April to 3 May. On 28 April, Smetana returned to Prague after having spent
Easter at home in the countryside, so he could theoretically have seen Rott as Richard Il (30 April and 3 May)
and Macbeth (2 May).
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first performed under the title Viola.'* Other plays by Shakespeare did not appear in the
theatrical repertoire during this stay by Smetana in Prague. From the autumn of 1843,
Smetana was living permanently in Prague, but the earliest more specific information that
we have dates the first half of the 1850s - we know from the diary of his wife Katefina
that they were attending theatrical performances at the Estates Theatre more frequently
at the time - they had the box seats of the Nostitz family available, and they received
free tickets because Katefina’s uncle Josef Jifi Kolar, an actor, dramatist, stage director,
and translator of Shakespeare’s dramas, and his wife, the actress Anna Kolarova, were
working in the Czech and German ensembles of the Estates Theatre, and they had a
number of Shakespeare roles in their repertoire. Smetana thus may have seen a rather
decent selection of Shakespeare’s works performed in Czech and German, including all
three plays that were direct sources of inspiration for his later works.*? Later, he also may
have had encounters with Shakespeare at the Provisional Theatre both as an audience
member and as an opera conductor. From 1863, Shakespeare was a regular part of the
drama repertoire, and the operas with Shakespearean subject matter performed there
during the era of the conductor Jan Nepomuk Mayr were Bellini’s | Capuletti e i Montecchi
(1862-1863, 1864) and Nicolai’'s Die lustigen Weiber von Windsor (1865-1866).
Smetana wrote reviews of both productions while working for the newspaper Narodni
listy,** and from his review of the second opera, it is clear that he knew Shakespeare’s
original. Nicolai's opera was also in the repertoire during Smetana’s period as conductor,**
but those performances were led by the second conductor, Adolf Cech. In 1869, Smetana
rehearsed Gounod’s opera Roméo et Juliette, and during his tenure at the theatre, he
conducted all of the performances of that opera himself.!® As far as Smetana’s readings
are concerned, his family library has preserved a twelve-volume complete edition of
Shakespeare’s dramatic works in four books with decorative bindings, issued by the
Leipzig publisher Philipp Reclam jun.*®

11) Repeat performances on 27 Jan., 5 Feb. and 7 May. Although there is no direct proof that Smetana actually
saw these guest appearances and the performance of Viola, Nejedly assumes Smetana’s attendance to be clearly
factual, deriving from it the composer’s later creative inspiration in the cases of Richard Ill and Viola (cf. NEJEDLY,
Zdenék: Bedrich Smetana. lll. Praha a venkov (Bedfich Smetana. lll. Prague and the Countryside), Hudebni matice
Umélecké besedy a Sbor pro postaveni pomniku Bedfichu Smetanovi v Praze (Music Department of the Artists’
Society and Society for the Erection of a Monument to Bedfich Smetana in Prague), Prague 1929, pp. 99-104).
12) Vecer svatotfikralovy aneb Cokoli chcete (Twelfth Night or What You Will), 1850 (Kolarova - Viola and
Sebastian), Macbeth, 1852 (Kolarova - Lady Macbeth), Zivot a smrt krale Richarda Tretiho (The Life and Death
of King Richard Ill), 1854 (Kolar - Richard, Kolarova - Margaret), Kénig Richard der Dritte, 1855 (Kolar -
Buckingham, Kolarova - Elisabeth).

13) Narodni listy (National News), vol. 4, no. 184, 9 July 1864, p. [2] (Bellini - guest appearance by the Marchisi
sisters on 7 July, a new production in which the last act was carried over from the opera Giulietta et Romeo by
Nicola Vaccai) and vol. 5, no. 65, 6 March 1865, p. [2] (Nicolai - premiere and benefit performance by the bass
FrantiSek Hynek on 4 March).

14) A total of 20 performances from 1868 to 1874.

15) Premiered on 29 Aug. 1869 and performed a total of 32 times by 1874.

16) Shakespeare’s | sémmtliche | dramatische Werke.| Siebzehnte Auflage. The edition is undated, and on
the basis of information from the publisher Philipp Reclam jun. Verlag GmbH, only an approximate dating can be
established (ca. 18757?), because records about publications were burned during the war.
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In 1840, while Smetana was studying in Prague, a Shakespeare motif appears for
probably the first time in his music, although indirectly through a musical work by a
different composer: two fragments of piano variations on a theme from Bellini’'s opera
| Capuletti e | Montecchi.*” Smetana, however, did not include this title in the first list of his
early works dated 3 April 1841, which also contains a selection of compositions written in
Prague - he either did not finish the variations or did not regard them as a work of value.

Smetana composed his first two works with direct inspiration from Shakespearean
dramas while working in Sweden, and their creation was directly tied to the change of his
creative orientation primarily under the influence of his encounter with Franz Liszt. Under
the impression of Liszt’s opinions and of specific works, after his first visit to Weimar in
September of 1857, Smetana turned his attention to programme music and in particular
to the genre of the symphonic poem. He resumed composing at the turn of the years
1857-1858 after a pause of nearly two years. In the summer of 1858, he completed
his first symphonic poem Richard lll, based on Shakespeare’s play with the same title.
The dramatic subject matter did not, however, serve as the basis for descriptive musical
illustration, but rather as a point of departure for his own musical programme for the work.
He conceived it as the drama of the rise and fall of the chief protagonist, based on the
contrast between two musically related themes representing Richard and his adversaries.
He adapted the sonata layout of the work to his programmatic intentions in an original
manner. With Richard Ill, he actually set out to create his own conception of the symphonic
poem, which he crowned nearly twenty years later with his cycle Ma viast (My Country).
Smetana was consciousness of the gravity of this artistic step and of the innovative
nature of his work, and he seemed to be striving very earnestly to give the piece its final
form. This can be seen from his letters to his composition teacher Joseph Proksch and to
Franz Liszt, in which he devoted much more attention to characterizing Richard Ill than was
usual for his other works, and in both letters he made virtually the same assertion, that he
had put all of his powers and his existing knowledge and experience into it.*® Richard Ill
is not designated as a symphonic poem in the score, and in a letter to Proksch, Smetana
characterizes it as “a piece in a single movement, but neither an overture nor a symphony;

17) One fragment (S 217/1338) apparently contains the fair copy of the introductory portion of variations with
the heading: Fr. Smetana | 1840 | Variationen (ber ein Motiv aus der Oper Montecchi et Capuletti. The musical
notation was later crossed out, and the paper was seemingly used as a cover for other music. On the second
fragment (S 217/1337), there is a draft of other variations on the same theme (theme, variation 1, and part of
variation 2).
18) Smetana, Bedrich: Proksch, Joseph, 9 Sept. 1858 (Prague, Archives of the National Museum, Bohuslav
Dusek Collections, inv. no. 909):
As far as its worth is concerned, I really have to leave that for others to judge, but to you, my teacher,
I can confide and openly acknowledge what I would never say to others, that I have put everything I know
and the totality of all of my strength into it, without the least consideration of outward success with the
multitude of listeners, and I have checked it conscientiously and at length before regarding it as finished.
Smetana, Bedfich: Liszt, Franz, 24 Oct. 1858 (Weimar, Goethe- und Schiller-Archiv, 59/30,1):
I have written it with pleasure and love and the totality of my strength; I have nothing more to give
than what I have already put into it. The work consists of a single movement, and the emphasis follows
the action of the tragedy quite closely: the achieving of the established goal after the overcoming of all
obstacles, triumph, and finally the hero’s fall.
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in short, it is something that still awaits a name.”*® Smetana also hoped to have success
abroad with Richard I, so in 1858 he asked Liszt not only to evaluate the work’s quality,
but also to assist with having it performed. Liszt, however, did not share his comments with
Smetana until the latter’s second visit to Weimar in June of 1859, when they played through
Richard Ill together as well as the already finished work Wallensteins Lager.?° Liszt did not
help Smetana get a performance - he neither conducted the work himself nor suggested
it to any other conductor. Smetana revised the work based on Liszt's comments, then he
also made an arrangement for four pianos and sixteen hands. The latter arrangement
was performed in Gothenburg at a public rehearsal of his musical institute on 24 April
1860, and on 4 August 1860 it was played in Prague at a rehearsal at Proksch’s institute.
Smetana again failed to awaken interest in Richard Il in German musical circles during
his concert tour in the autumn of 1861.%* He gave its first performance at his concert in
Prague on 5 January 1862. The work was played for a second time on 23 April 1867 as
the overture to a gala performance of Richard Il commemorating Shakespeare’s birth.
For this performance under the stage direction of Josef Jifi Kolar, Smetana also wrote four
incidental fanfares for four French horns, two trumpets, three trombones, and tympani,??
and he conducted his Shakespeare Festival March between Acts IV and V. The last
performance of Richard Ill during the composer’s lifetime was conducted by Adolf Cech at
a Slavonic Concert of the Academic Reading Society on 25 March 1881.%

New programmatic inspirations can also be seen in Smetana’s piano music during his
Swedish period. The grand, virtuosic compositions that were composed in 1858-1859
directly alongside his first symphonic poems were more of a reflection of his search for
new expressive possibilities than works intended for ordinary concert performance, and
we have no documentation that Smetana ever played them in public. He went the farthest
in his searching and creative experiments in the poem for piano Macbeth. Apart from
the list he made of his own works in 1875, where it appears among his piano works as
Scene from Macbeth for piano (1859), there is no other information in the sources about
this piece. It has been preserved solely as a draft in pencil, to which Smetana only later

19) The title page of the score (S 217/1235) bears the heading: Zu | Shakespeare’s Richard Ill. | fir |
grosses Orchester | von | Friedrich Smetana | op. 11. Smetana did not at first consistently refer to the work as
a symphonic poem in programmes or in written correspondence - we also encounter the designations “Musik zu

” o«

Richard IIl.”, “Fantasie zur Shakespeare’s Tragedie”, “symphonic illustration”, and symphony.
20) Diary 1859, 7 and 11 June, S 217/1096.
21) See Diary 1860/61, 29 Oct. (Leipzig) and 7 Nov. 1861 (Cologne), S 217/1098.

22) The autograph score of the fanfares (1 fol.) is glued in front of the title page of the score of Richard Ill (see

S 217/1235).

23) Also dating from this late period is Smetana’s only more concrete statement on the contents of the work,

see Smetana, Bedrich: Srb, Josef, 14 Feb. 1881 (S 217/355):
‘Whoever knows Shakespeare’s Richard III can imagine the whole tragedy as he wishes while this music is
played, but it would not be possible give a detailed enumeration of all of the scenes and of the entire story,
and you could hardly expect me to do something like that! - All I can say is that from the first bar, I have
presented the character of Richard in music; this main theme dominates all of the variations throughout
the composition. Before the finale, I attempted to give a musical description of the terrible dream before
the battle in Richard’s tent, when all of the people he has killed come to him in the night as ghosts to
prophesy his destruction the next day. The end is Richard’s fall. In the middle of the piece is Richard’s
triumph as king, followed by his gradual decline to the end.
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appended the title Macbeth and the subtitle Sketch for the Scene of Macbeth and the
Witches by Shakespeare. When looking over his older works in the spring of 1883, he
seemingly judged the piece to be viable and worthy of revising for possible publication,?*
but he never got around to working on it. As his source of inspiration, he chose only the
scene in Shakespeare’s tragedy when Macbeth encounters the witches. Once again in
this work, he did not try to follow a concrete line of action, so his attempts at interpreting
its contents vary,?® but again in this case, what is basically taking place, this time against
the backdrop of a fanciful, supernatural world, is the rise and fall of the drama’s central
character. In terms of its length (328 bars), the composition is rather closer to the
dimensions of a symphonic poem, and it is characterized by massiveness of sound and
color, fully employing the capabilities of the instrument, with complicated chromaticism and
harmonic peculiarities, but in spite of all of the music’s daring inventiveness and unusual
features, the work remains intellectually and conceptually unified. The appearance of the
sketch, and the size and overall character of the work led to speculation over whether the
piece might actually be a draft of an orchestral work or of a composition for soloist and
orchestra.?® Again in this case, inspiration from Shakespeare gave rise to the creation of
an extraordinary work, which is absolutely unique in the context of Smetana’s piano music.
While Richard Ill came at the beginning of Smetana’s new orientation in the category of
symphonic music, Macbeth was the highpoint, bringing to a close the artistic experiments
he was then conducting in piano music.

From the beginning of the 1860s, opera became central to Smetana’s creative output,
and opera would be the genre of choice for his third Shakespearean subject - Twelfth
Night. At the time, Smetana viewed its choice as an opportunity for easier success abroad
as an opera composer than with works based on Czech subjects.?” In the autumn of 1870,
when he was consumed with work on Libuse, he first asked the dramatist Josef Stolba to
write a libretto.?® Only thereafter did he approach EliSka Krasnohorska (1847-1926), who

24) Autograph S 217/1366. On p. 1 at the top left is an inscription in blue pencil that reads “+accepted”.

25) Cf. NEJEDLY, Zdenék: Bedfich Smetana I., Spolek vytv. umélct Manes (Manes Union of Fine Arts), Prague
1924 (Zlatoroh, sbirka illustrovanych monografii) (The Golden Horn, a Collection of lllustrated Monographs),
pp. 296-299; ZICH, Otakar: Symfonické basné Smetanovy (Smetana’s Symphonic Poems), Hudebni matice
Umélecké besedy (Music Department of the Artists’ Forum), Prague 1949, pp. 85-89.

26) Otakar Zich regards it as a draft for a symphonic poem (op. cit. in footnote no. 25, pp. 85-92), although he admits
that certain passages are clearly stylized for piano. Otakar Jeremias orchestrated the work in 1934 (Bedfich Smetana.
Scéna z Macbetha, instrumentace Otakara Jeremiase [Bedfich Smetana. Scenes from Macbeth, Orchestration by
Otakar Jeremias], score, Cesky rozhlas [Czech Radio], Prague 2004). On the basis of Ludvik Kundera’s belief that the
work was a draft of a work for piano and orchestra, Jarmil Burghauser made an arrangement of it for those forces
(Bedrich Smetana. Macbeth and the Witches. Symphonic picture for piano and orchestra, adapted and completed
from the composer’s sketch by Jarmil Burghauser, score, Editio Supraphon, Prague 1981).

27) Smetana, Bedfich: Krasnohorska, Eliska, 31 Jan. 1878 (S 217/256):

[...] and I only wanted to compose Viola because I was hoping to get myself beyond Bohemia’s borders with it.
28) STOLBA, Josef: Z mych paméti. Vzpominky ze Zivota, z divadla a z literarnich stykd. I. (From My Memoirs.
Recollections of Life, Theatre, and Literary Contacts. I.), Nakladatelské druzstvo Maje (May Publishing
Cooperative), Prague [1906], p. 259:

“But you know,” he said once in the heat of passion, turning his gaze towards me, his eyes glowing with

enthusiasm, “what would make a sublime libretto for a true comic opera full of tenderness and poetry?

- Sebastian and Viola by Shakespeare. If you would like to write that for me instead of that unfortunate

Accursed Prince, I would throw myself into composing immediately and with pleasure.”

Stolba did not record anything further about this proposal.
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then became his “official” librettist.
Work began promisingly, but
progress was delayed repeatedly,
and in the end their first joint
project would remain a torso. The
changes to the attitudes of the
composer and librettist towards
their Shakespearian subject are
reflected quite clearly in their
exchange of letters, although the
preserved correspondence is far
from complete, and they discussed
a great deal in person.?®* We do not
know whether Smetana had already
approached Krasnohorska in 1870
or not until early 1871. She turned
down his offer in January of 1871
because she was busy,*° but already
in April, she sent him a detailed
outline of the future treatment of
the libretto for evaluation.3 She
thought it would be appropriate
to work his suggestions into this
preliminary plan rather than to make B 4 -
changes to the libretto later once it i “f“' Pt "mﬁ’wqfﬁmm“‘u i
would already be in a finished state. Bedfich Smetana (1824-1884)
Smetana sent back his comments Fotografie, ateliér S. Kohn, Praha, [1863-1864] / Photograph,
almosjt immediately,32 and Kréan- ,S\lt;l‘_jéoMsl_'l_':Aogg'SP;%‘Z};:/?'1864]

horska made the requested revi-

sions, including the change of the

title from Sebastian and Viola to the definitive title Viola. She had already turned over the

§

29) Krasnohorska burned some of Smetana’s letters, and she did not preserve her conversations with
Smetana in writing; see STREJCEK, Ferdinand: Proé& spalila Eliska Krésnohorska dopisy Smetanovy (Why Eliska
Krasnohorska Burned Smetana’s Letters), Zvon (The Bell), vol. 40, 1939, no. 6, pp. 81-82. An edition of
their correspondence with commentary has been published by Mirko Oc¢adlik: EliSka Krasnohorska - Bedrich
Smetana. Vzajemna korespondence (EliSka Krasnohorskd - Bedfich Smetana. Mutual Correspondence),
F. Topi¢, Prague 1940.
30) Krasnohorska, Eliska: Smetana, Bedfich, 19 Jan. 1871 (S 217/661).
31) Krasnohorska, EliSka: Smetana, Bedfich, 26 April 1871 (S 217/662):
Because you have mentioned several times that you would like to have “Twelfth Night” adapted into a
libretto, I am taking the liberty of sending you an outline of such an adaptation, [...| I have already turned
you down once in this same matter [...] now, however, | am putting myself at your service for the creating
of jokes of every kind, and I wish to attempt not to do offense to the memory of Shakespeare.

32) See Krasnohorska, EliSka: Smetana, Bedfich, 11 May 1871 (S 217/663).
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complete libretto to Smetana by June of 1871.33 Further discussions took place in person
in August during Smetana’s visit to Pilsen,** and then the initial, problem-free stage of
their collaboration on Viola came to an end.®® Smetana first completed Libuse, then he
quickly composed Dvé vdovy (The Two Widows).%¢ In 1874, however, he went deaf, and in
1875 he left Prague for Jabkenice. He did not resume composing opera until the latter
half of 1875, when he started work on Viola.®” By then, however, he had already also
received the libretto to Hubicka (The Kiss) from Krasnohorska, and at the very least in
early 1876, he was grappling with both operas simultaneously.®® In the end, Hubicka won
out, in part because over time, Krasnohorskéa had developed a critical attitude towards the
libretto of Viola and wanted to rework it, so she delayed making the requested changes.3®
According to the little reports that were appearing in the press after completion of
Hubi¢ka, Smetana had supposedly gone back to work on Viola in the autumn of 1876.4°

33) Krasnohorska, EliSka: Smetana, Bedfich, 29 June 1871 (S 217/664):
Although it was your wish that I send you each act of your libretto immediately for evaluation as soon as it
was done, | have taken the liberty of finishing the entire opera, [...] Please believe me when I say it would
have been too difficult to work on it in sections; I also think you will get a better overview by seeing the
entire finished work. [...] Wherever the quantity of text shall be an obstacle to you, we shall cut it nicely.

She also provided an explanation for the deviation of her conception from Shakespeare’s original at certain

moments.

34) Smetana’s entries in his Kalendar Koruny ¢eské na obycejny rok 1871 (Calendar of the Bohemian Crown for

the Year 1871), 6 Aug. (S 217/1111).

35) There is no information available about whether there were any more written or in-person discussions on

the basis of which Krasnohorska made further changes to the text or about when she finished the final version,

but it is likely to have been later than 1871. See Svétozor (Worldview), vol. 6-7, no. 10, 7 Mar. 1873, p. 116:
Besides a shorter, single-act libretto, Miss Krdsnohorské has also completed another lengthier one,
“Sebastian and Viola”, based on Shakespeare’s well-known comedy “Twelfth Night”.

36) Even before Smetana began composing Dvé vdovy, information appeared in Dalibor, vol. 1, no. 9, 28 Feb.

1873, p. 73, about his operatic plans after the completion of LibuSe, stating that besides Dvé vdovy, “he is

preparing to write a longer comic opera with a libretto based on one of Shakespeare’s most effective comedies

(Sebastian and Viola).” But then after the premiere of Dvé vdovy, a report appeared stating that he first intended

to compose HubiCka to a libretto that EliSka Krasnohorska had just finished, and only thereafter would he

proceed with composing the big comic opera Viola; see (-kk-): Dvé vdovy (The Two Widows), Posel z Prahy

(Messenger from Prague), no. 75, 29 Mar. 1874, p. [2].

37) See Dalibor, vol. 3, no. 34, 21 Aug. 1875, p. 273; the same information also appeared in the newspaper

Narodni listy (National News), vol. 15, no. 235, 27 Aug. 1875, p. [3].

38) In recent days, I started to conceive a new comic opera: “Hubic¢ka” (The Kiss) with a libretto (based on
the story by Svetld) by Krasnohorskd, and besides that, I am also composing “Viola”.

Smetana’s entries in the Kalendar Koruny ceské na obycejny rok 1875 (Calendar of the Bohemian Crown

for the Year 1875), 20 Nov. (S 217/1116). Also see Krasnohorska, EliSka: Smetana, Bedfich, 27 Feb. 1876

(S 217/667). The pencil draft of Viola (through bar 365) dates from that time; Smetana later lost the beginning

of it (S217/1222).

39) Krasnohorska, EliSka: Smetana, Bedfich, 11 Dec. 1875 (S 217/666):
[...] I observe, unfortunately, that I have made Viola overly lyrical, and with your permission, I would
propose certain changes to portions that have not yet been composed. I am hoping that these changes will
give more dramatic life to the main scenes. [...] at least | can see from Viola how little I was capable of at
the time when I was writing it!

40) Smetana is now working on a big comic opera titled “Viola” (the text is based on Shakespeare) in the
style of French conversational operas.

This information was carried with the same wording together with a report on the completion of Hubicka in the

newspapers Narodni listy (National News), vol. 16, nos. 253 and 254, 13 and 14 Sept. 1876, pp. [2 and 3],

Posel z Prahy (Messenger from Prague), no. 229, 14 Sept. 1876, p. [3], and Svétozor (Worldview), vol. 10, no. 38,

22 Sept. 1876, p. 520.
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It is, however, questionable whether he would also have been able to devote himself to
composing opera while working intensively on the string quartet “Z mého Zivota” (From My
Life), and whether there has been a distorted interpretation of his further creative plans,
according to which Viola apparently was then still intended as the next opera project.
During work on HubiCka, however, Krasnohorska was already offering him other Czech
operatic subjects, and Tajemstvi (The Secret) was ultimately given priority. In October of
1877, when it was still far from finished, Smetana asked her to return the text of Viola.*
In spite of her continuing aversion, she was willing to go back to work on Viola if he would
not give precedence to a Czech subject.*?> Immediately thereafter, Smetana gave her free
rein concerning new material, saying that he had already given up on making headway
abroad and on completing Viola.*® In return, Krasnohorska refused to give up completely,
so that the work Smetana had already done would not go to waste. She therefore wanted
to work simultaneously on Viola and on a new libretto, so that after Tajemstvi, Smetana
could make his own choice.* This did not occur, however, and other operatic subjects
got their turn. Apparently, from the end of 1878 they were both busily working on Certova
sténa (The Devil's Wall). Smetana showed no further interest in Viola until 1880. He did
not want a major revision of the libretto, so Krasnohorska made only some individual
changes to it at the time.*> Smetana, however, continued to work on Certova sténa, and
his attention did not return to Viola until an operatic competition was announced for the
reopening of the National Theatre in February of 1882.4¢ He apparently expected to be
able to complete Viola by the competition deadline of 31 January 1883, so he asked
for Krasnohorska’s permission to use the libretto. Making reference to his the libretto’s
age, she gave permission with considerable reluctance and unusually harshly formulated
objections because she was feeling offended at the time by the efforts of people in
Smetana’s circle to dissuade him from further collaboration with her. She was only willing
to make minor changes, and refused to allow any major revisions of the text.*” As it turned

Néarodni listy (National News), vol. 16, no. 306, 5 Nov. 1876, p. [3]:
Besides his Singspiel “Sebastian and Viola”, B. Smetana is now working on a string quartet, and this news
will certainly fill all of the friends of chamber music with joy.
41) Smetana, Bedfich: Krasnohorska, Eliska, 2 Oct. 1877 (S 217/254):
I have been asked recently in writing about what is going on with the opera “Viola” and why there isn’t more
talk about it, although it was constantly being written and talked about that I was composing music for your
reworking of that opera. I would be very grateful to you, dear miss, if you would return it to me; |...]
The person who made the inquiry was apparently Ludevit Prochazka in a now unknown letter; see Smetana,
Bedfich: Prochazka, Ludevit, 26 Sept. 1877 (S 217/291):
Miss Krasnohorska took the opera “Viola” back, wanting to make changes in it here and there. Then
she will send it back to me.
42) Krasnohorska, EliSka: Smetana, Bedfich, 25 Jan. 1878 (S 217/673).
43) Smetana, Bedfich: Krasnohorska, Eliska, 31 Jan. 1878 (S 217/256).
44) Krasnohorska, EliSka: Smetana, Bedfrich, 1 Feb. 1878 (S 217/674).
45) Krasnohorska, EliSka: Smetana, Bedfich, [29 Oct. 1880] (S 217/684).
46) For information about the competition conditions and the holding of the competition itself, see HOROVA,
Iva: Operni konkursy, vypsané v souvislosti s otevienim Narodniho divadla v Praze (Operatic Competitions Held
in Connection with the Opening of the National Theatre in Prague), Hudebni véda (Musicology), vol. 27, 1990,
no. 2, pp. 152-158.
47) Krasnohorskad, EliSka: Smetana, Bedfich, 23 Feb. 1882 (S 217/685).
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out, completion of Certova sté&na was delayed until the summer of 1882, and because of
Smetana’s health, the plan of entering the competition was no longer realistic. Smetana
did not actually resume work on Viola until the spring of 1883. He composed slowly but
continuously throughout the year, even working simultaneously on PraZsky karneval
(Prague Carnival) during certain periods.*® His final entries in the score from early 1884,
however, serve only to demonstrate his struggle with the unrelenting progress of his
illness. Ultimately, the influence of Shakespeare would remain unfulfilled in Smetana’s
most important area of creative activity. The attitude of the librettist was undoubtedly
decisive. Apparently, on the basis of Smetana’s comments, she also began over time to
have the self-critical feeling that this early libretto of hers did not fit in completely with
his style of working and might be limiting for him to a certain extent. It was also for this
reason that she delayed making the changes and was considering reworking the libretto.*®
Another cause of the continuous delays with Viola may have been the preference they
both felt for nationalistic, i.e. Czech subjects. Krasnohorska in particular was convinced
that Czech material should receive priority, so she was continually supplying Smetana
with such subjects.5° Smetana’s renewed interest in Viola while working on other operas
was always fleeting. One wonders about the extent to which it was initiated by external
impulses or real creative interest, but the unresolved form of the libretto undoubtedly
played a role. Furthermore, it is not at all certain that he would have returned long-term
to Viola if he had been able to continue composing, because he saw his main operatic goal as
being in a different genre. Although he only asked Krasnohorska for comic subjects throughout
their period of collaboration, and Viola was just such a subject, he still had the desire to create
a great work of music drama.®! From the last preserved letter from EliSka Krasnohorska, it is

48) Cf.Smetana’s letters to Josef Srb dated 3 April, 7 April, 14 April, 24 May, and 24 July 1883 (S 217/414, 415,
417,422, 426). The fragments of the score (S 217/1220, 1221) and a few additions to the draft from the 1870s
date from that period.
49) Krasnohorska, Eliska: Smetana, Bedfich, 11 Dec. 1875 (S 217/666):
You have asked me kindly what it is about Hubicka that makes it less formal than Viola. My sincere if
unconscious opinion is that I have been more successful with Hubicka and that the markedly brief scenes
in it alternate better with scenes where lyrical repose is given time and space, as opposed to Viola, which
would probably have turned out differently now, compared with my treatment of it four years ago.
Krasnohorska, Eliska: Smetana, Bedfich, 27 Feb. 1876:
But won’t that rein in your musically poetic Pegasus too much?
Krasnohorska, EliSka: Smetana, Bedfich, 26 May 1876 (S 217/669):
[...] Viola needs very many corrections!
Krasnohorska, EliSka: Smetana, Bedfich, 25 Jan. 1878 (S 217/673):
I don’t know what it is about Viola that it doesn’t seem to bring me to life me at all! Maybe it’s because it’s
a girl in love dressed in a man’s clothing, which I cannot abide in the theatre, just as I could not abide it in
real life. [...] It just won’t come from my heart, even if someone were to censure me for it, condemn and
hang me, or subject me to ridicule! I can’t help it.
50) Krasnohorska, Eliska: Smetana, Bedfich, 1 Feb. 1878 (S 217/674):
But I’m so zealous for you to write as much Czech material as possible, and I still think there is enough
time left for Viola -
51) Smetana, Bedfich: Cech, Adolf, 4 July 1882 (S 217/218):
[...] I would now prefer to be working with a new, appropriately tragic text, because what is alive within
me with respect to style, which I was unable to achieve in LibuSe because of the text, I would now like to
try to bring to life publicly. - 1 still must wait - I haven’t got the text.
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clear that after completion of Certova sté&na he was discussing with her the possibility of
a future serious opera.’? Smetana’s further correspondence, however, makes no more
mention of a new opera project. Perhaps he gave up on the idea after the failure of Certova
sténa, but it had become unrealistic mainly because of Smetana’s poor health. By now, he
could feel the waning of his creative powers, and returning to a work in progress was an
alternative that held out to him greater hope of completion under favorable circumstances.
His creative efforts in 1883 did not last long enough, however, and he was no longer able
to carry out even this task.

Address: Olga MojZiSova, Bedfich Smetana Museum, Novotného lavka 1,
110 00 Prague 1, Czech Republic
E-mail: olga_mojzisova@nm.cz
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Klavirni variace na motiv z Belliniho opery I Capuletti e i Montecchi / Piano variations on a theme
from Bellini’s opera I Capuletti e i Montecchi

Autograf / Autograph, 1840
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52) Krasnohorska, Eliska: Smetana, Bedfich, 17 Oct. 1882 (S 217/686):
Now permit me a few words in reference to our last discussion and concerning your future serious opera,
which you wish to make the culmination and crowning achievement of your most authentic artistic
direction [...]. In light of your artistic intentions, I shall forget about everything unpleasant anyone has
ever done to me out of malice because you compose to my texts. You, too, must forget about whatever
anyone has told you about my supposed inadequacy; I promise you a libretto that should make all the other
musicians envious of you; yes, 1’1l make you just such a libretto, if you wish.
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