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Editorial

Vazeni Ctenari,

dostava se vam do rukou prvni ¢islo nového odborného ¢asopisu Musicalia - ¢asopisu,
ktery v letoSnim roce zaé&ina vydavat Ceské muzeum hudby, jeden z péti sbirkotvornych
odbor( Narodniho muzea.

Ceské muzeum hudby a7 doposud nemélo vlastni ¢asopiseckou platformu; nelze
vSak fici, Ze zalozeni Musicalii je z toho divodu samoucéelnym aktem. AZ dosud ve spekt-
ru odbornych c¢asopisli vydavanych na nasem tGzemi chybél takovy, jenz by se specialné
zabyval pramennou zakladnou dé&jin hudby a hudebni kultury, coz je pravé ta mezera,
kterou nasim novym periodikem hodlame zaplnit. Novy ¢asopis bude tedy pfinaset ¢etné
materidlové studie a stati a rovnéz informatorium o zajimavych pfrirlistcich, vystavach,
konferencich, publikacich. Jeho pfispévateli mohou byt pracovnici Ceského muzea hudby
i externi autofi. Musicalia budou vychazet dvakrat roéné v cesko-anglické verzi.

Ceské muzeum hudby je nejvétsim specializovanym muzeem na éeském Gzemi v obo-
ru hudebni historie. | kdyz je v rodiné odbord Narodniho muzea institucionalné nejmladsi
- jako Muzeum ¢eské hudby vzniklo teprve v roce 1976 - sbirani hudebnich pamatek
provazi Narodni muzeum od pocatkl jeho innosti v 19. stoleti. V soudasné dobé& Ceské
muzeum hudby pecuje o pfiblizné 750 tisic sbirkovych pfedmétl (notovy archiv, fond
pozustalosti skladateld, fond nenotovych rukopist, fond ikonografie, sbirka zvukovych
zaznamd(, knihovna a tiskova dokumentace, sbirka hudebnich nastrojd, sbirky Muzea
Bedricha Smetany a Muzea Antonina Dvoraka a dalSi kolekce) a na navstévnickou ve-
fejnost se obraci svymi expozicemi a vystavami v sedmi vlastnich objektech (centraini
budova muzea v Karmelitské, Muzeum Bedficha Smetany, Muzeum Antonina Dvoraka,
Modry pokoj Jaroslava Jezka, pamatniky v Nelahozevsi, Jabkenicich a Kfecovicich) a éty-
fech stalych vystavach v prostorach svych partnerd (expozice na Bertramce, vystava au-
tomatofonu v Horovicich, Pamatnik Bedficha Smetany na Lamberku v Obfistvi a expozice
klavesovych nastrojli v Litomysli).

Zdalo by se snad, 7e veSkera aktivita pracovniki Ceského muzea hudby tak zakonité
spocCiva v neustalé péci o sbirky a tvorbé expozic a vystav a na nic dalSiho uz neni ¢as.
Opak je vdak pravdou. Casopis, ktery timto po&ina svij novy Zivot, odrazi to, e kromé od-
borné préace se sbirkou a jeji popularizace Zije v Ceském muzeu hudby védecky vyzkum
intenzivnim a aktivnim Zivotem.

Pfeji Musicaliim do budoucna objevné ¢lanky, ¢etné prispévatele a bohatou a spoko-
jenou ¢tenarskou obec.

DacmAR FiALOVA,
feditelka Ceského muzea hudby
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By Way of Introduction
Dear readers,

You are holding in your hands the first issue of a new professional journal titled Musica-
lia-a journal published by the Czech Museum of Music as one of the five collection-form-
ing divisions of the National Museum in Prague.

Until now the Czech Museum of Music has had no regular periodical forum of its own
for its scholarly work. However, the establishment of Musicalia is by no means only self-
serving: until now the spectrum of professional journals published in the Czech Republic
has lacked one devoted specifically to the source basis for the history of music and musi-
cal culture, and that is exactly the gap we intend tofill. The new journal will offer numerous
studies and essays devoted to source materials as well as informational reports oninterest-
ing new acquisitions, exhibitions, conferences, and publications. Its contributors may be
employees of the Czech Museum of Music as well as external authors. Musicalia will be
published twice a year in Czech and English.

The Czech Museum of Music is the largest museum in the Czech Republic specializing in
the field of music history. Institutionally it is the youngest division in the National Museum’s
family, having been established as recently as 1976 originally under the title Museum of
Czech Music. However, the National Museum has engaged in collecting musical documents
and memorabilia since the beginnings of its activities in the nineteenth century.

At the present time the Czech Museum of Music is caring for about 750 thousand collecti-
on items-in its music notation archive, its collections from the estates of composers, its
collection of non-musical manuscripts, its iconography collection, its collection of sound re-
cordings, its library, its press documentation collection, its collection of musical instruments,
and the collections of the Bedfich Smetana Museum and the Antonin Dvorak Museum as
well as other units. It offers to visitors expositions and exhibitions in seven of its own locati-
ons (the museum’s main building on Karmelitska Street, the Smetana Museum, the Dvorak
Museum, the ‘Blue Room’ of Jaroslav Jezek, and memorials in Nelahozeves, Jabkenice, and
KreCovice) as well as four permanent exhibitions housed in premises belonging to its part-
ners (the exposition at Bertramka, the exhibition of mechanical musical instruments in Horo-
vice, the Bedfich Smetana Memorial at Lamberk in Obfistvi, and the exposition of keyboard
instruments in Litomysl).

It might seem that the work of employees of the Czech Museum of Music must neces-
sarily consist entirely of continual care for the collections and creation of expositions and
exhibitions-that there would be no time for anything else. But this is by no means the
case. The present journal, which hereby begins its new life, reflects the fact that besides
professional work with the collections and presentation of those collections to the broad
public, the Czech Museum of Music fosters intensive and active scholarly research.

To Musicalia | wish ground-breaking articles, numerous contributors, and a diverse
and satisfied community of readers.

DacmAR FIALOVA,
Director of the Czech Museum of Music
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Napric sbirkami
Ceského muzea

hudby

KOLEKTIV AUTORU

Pfedstavit Ceské muzeum hudby v jeho piné &ifi neni jednoduché, presto viak by-
chom radi poskytli ctenarlim zakladni informace o sbirkach, které svym bohatstvim
inspirovaly vznik tohoto Casopisu. A jak jinak zacit I1épe, nez po vzoru jinych prdvodct
podniknout maly exkurz do historie...

Ceské muzeum hudby (CMH) oslavilo v roce 2006 tficet let svého trvani, jeho kofeny
vSak sahaji hluboko do 19. stoleti. UZ brzy po zaloZeni Narodniho muzea v roce 1818
se mezi sbirkovymi predméty objevovaly i takové, které souvisely s hudebni kulturou.
Soucasti Knihovny Narodniho muzea se staly hudebniny, nenotové pisemnosti a grafické
listy s hudebni tematikou, v oddéleni historické archeologie byly shromazdovany hudebni
nastroje, obrazy a plastiky. V roce 1913 byl zfizen samostatny notovy archiv, jehoz vede-
nim byl povéfen muzikolog a hudebni skladatel Emil Axman, ktery o sbirku pecoval vice
nez tri desetileti.

Dalsim krokem vedoucim postupné ke vzniku Ceského muzea hudby bylo zaloZeni samo-
statného hudebniho oddéleni Narodniho muzea v roce 1946. Jeho sidlem se stal Velkopre-
vorsky palac na Malé Strané v Praze, kde byla pozdéji zpfistupnéna také expozice hudebnich
nastroji a uloZen rozsahly hudebni archiv spolu s dalSimi fondy. Po smrti Emila Axmana fi-
dil oddéleni Alexander Buchner, zakladatel dnes jiZ svétoznamé sbirky hudebnich nastroju.
V 50. letech 20. stoleti presly pod spravu hudebniho oddéleni Narodniho muzea konfiskaty
Z majetku Slechty a klasterd, zahrnujici kromé desitky tisic hudebnin i jiné predméty.

Spojenim hudebniho oddéleni Narodniho muzea s Muzeem Bedficha Smetany a Mu-
zeem Antonina Dvoraka vzniklo v roce 1976 Muzeum Ceské hudby. Tim, Ze ve svych sbir-
kach soustredilo pamatky na nejvyznamnéjsi osobnosti ceské hudebni kultury, se stalo
jako jedna z péti zakladnich sloZzek Narodniho muzea pfedni instituci svého druhu u nas.
Otevrela se tak mozZnost integrace do té doby separatné spravovanych material a vy-
tvoreni fond( nejvétsich osobnosti ceské hudby. Jednotliva pracovisté, tj. hudebni archiv
(sbirka notovych rukopisu, tiskl a ikonografie), oddéleni hudebnich nastrojii a oddéleni
knihovny a fonotéky, se organizacné propojila. Toto usporadani trvalo az do roku 1992,
kdy doslo k zasadni reorganizaci a vytvofeni nové vnitfni struktury trvajici dodnes.

0d roku 2001 pdsobi muzeum pod novym nazvem Ceské muzeum hudby. V soudas-
né dobé ma ¢tyfi odborna oddéleni: hudebnéhistorické oddéleni, oddéleni hudebnich
nastroju s vyclenénym fondem Statni sbirky hudebnich nastrojd, dale Muzeum Bedficha
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Napfii¢ shbirkami Ceského muzea hudby

Smetany a Muzeum Antonina Dvoraka. Pod spravu jednotlivych oddéleni spadaji i deta-
Sované pamatniky osobnosti: Jaroslava Jezka v Kaprové ulici v Praze, Bedficha Smeta-
ny v Jabkenicich, Antonina Dvoraka v Nelahozevsi a Josefa Suka v Krecovicich. Kromé
toho tvofi sbirkové pfedméty CMH hlavni sougast dalSich expozic: Pamatniku Wolfganga
Amadea Mozarta a manzell DusSkovych na Bertramce, stalé expozice klavesovych na-
stroji na zamku v Litomysli, expozice Mechanickych hudebnich nastrojii v Horovicich,
Pamétniku bratfi Vranickych v Nové Ri&i a Paméatniku Bedficha Smetany na Lamberku
v Obfistvi.

V roce 2003 se prest&hovalo feditelstvi CMH spolu s hudebnéhistorickym oddélenim
a oddélenim hudebnich nastrojii do nové rekonstruovaného objektu v Karmelitské ulici
na Malé Strané. V nasledujicim roce zde byla oteviena nova stala expozice hudebnich
nastroji CLOVEK - NASTROJ - HUDBA. Pro kratkodobé&jsi tematické vystavy jsou k dispo-
zici vystavni prostory v pfizemi budovy, jejiz dvorana je vyuzivana ke koncertim a dalSim
spoleéenskym akcim. V letosnim roce CMH zprovoznilo novy koncertni sal.

Zakladem ¢innosti muzea byla vzdy tvorba sbirek, tzn. ziskavani a evidence sbirko-
vych predmétll a péce o né. V poslednich letech, zvlasté po povodnich, které postihly
CMH v roce 2002, se ve zvySené mife pfistoupilo k systematickému restaurovani a digita-
lizaci sbirek. Vedle téchto aktivit se pracovnici muzea vénuji védeckému vyzkumu, jehoz
vysledky zverejnuji v odbornych publikacich, vystavni a pedagogické ¢innosti.

AXMAN, Emil: Hudebni oddéleni Narodniho muzea, in: Narodni muzeum 1818-1948, Praha 1949.

BUCHNER, Alexander: Privodce sbirkami hudebniho oddéleni Narodniho muzea, Praha 1954.

Muzeum Ceské hudby, historie a sbirky. Prtvodce, Narodni muzeum, Praha 1999.

PULKERT, Oldfich: The Musical Department of the National Museum in Prague, Fontes Artis Musicae,
¢.2,1955,s. 112-117.

Regal z panstvi trebornského /
Regal from the dominion of Tfebon
Neznamy autor / Anonymous, ca. 1600
NM-CMH 2, E 1330
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Kolektiv autoru

Struktura Ceského muzea hudby

Nazev oddéleni

Fondy

Pocet shirkovych predméti
systematicky evidovanych
(stav k 1. 1. 2008,
Centralni evidence sbirek
MK CK)

Pocet prir. cisel
chronologicky
evidovanych

(stav k 1. 1. 2008,
Centralni evidence

Dvofaka (CMH 4)

shirek MK CR )

Hudebnéhistorické Notovy archiv 97 094
oddéleni (CMH 1)

Fond pozlstalosti 35030

Nenotové archivalie 12 959

Ikonografie 18 595

Hudebni knihovna 4 531"

Tiskova dokumentace 5090

Fonotéka 34 336

Nezarazeno 7

CMH 1 celkem 207 642 2299
Oddéleni 2 596 15
hydebm’ch nastrojl
(CMH 2)
Muzeum Bedficha 33233 1462
Smetany (CMH 3)
Muzeum Antonina 8 560 4037

*  Udaj se tyka sbirkov

é Sasti knihovny. Kromé toho vak CMH disponuje rozsahlou
pFiruéni védeckou knihovnou, kterd ma cca 20 000 svazku.
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Napfiié sbirkami Ceského muzea hudby

Kutnohorsky shornik /

The Kutna Hora Codex
Rukopis / Manuscript, ca. 1590
NM-CMH 1, AZ 33
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I. HUDEBNEHISTORICKE ODDELENI

® 1. NOTOVY ARCHIV

Notovy archiv Ceského muzea hudby patfi svym rozsahem a vyznamem mezi nejcennéjsi
sbirky v Ceské republice a je srovnatelny s ostatnimi evropskymi hudebnimi sbirkami.
Obsahuje notové rukopisy a tisky od zacatku 15. stoleti az do soucasnosti, nejvétsSim po-
Stem je zastoupeno obdobi od poloviny 18. stoleti do 19. stoleti. Kromé& toho jsou v CMH
uloZeny jako stala depozita dalSi cenné jednotliviny a rozsahlejsi celky, napt. klasterni
sbirky benediktinl z Prahy-Bfevnova a Broumova a premonstratll z prazského Strahova.

Témeér stotisicovy fond hudebniho archivu je druhové i Zanrové velmi bohaty. Nejstarsi
hudebniny z obdobi stfedovéku, renesance a baroka obsahuji predevSim duchovni litur-
gickou i neliturgickou hudbu, kancionaly, v mensi mife svétskou hudbu a tabulatury. V hu-
debni produkci klasicismu a pozdéjSich obdobi se pak tematika jeSté rozSituje. Jsou zde
zastoupeny zanry nejen tzv. ,klasické“ hudby (napf. orchestralni skladby, komorni hudba,
klavirni skladby, pisné, sbory, opery, melodramy, mSe a jiné skladby s duchovni tematikou,
hudba k baletim, filmdm atd.), ale i hudba ,popularni“ od 18. stoleti do soucasnosti (tan-
ce, popularni pisné, kabaretni pisné apod.). Minimalné je ve sbhirce obsazen folklor.

Z hlediska rdznych skupin shirkovych predmét(i jsou do notového archivu zarazeny
jednotliviny, tzv. fond AZ (nejstarsi rukopisy a staré tisky), sbirky vytvorené systematic-
kou sbératelskou &innosti (napf. sbirky Jaroslava Celedy, Josefa Cerméaka, Aloise Hnilicky,
Eduarda Emanuela Homolky, Ondreje Hornika, Otakara Nickerleho, Jana Pohla, Emiliana
Troldy a Romana Veselého), notové ¢asti pozUstalosti (napt. Josefa Srba-Debrnova, Fran-
tiska Skroupa a Vaclava Jana Tomaska), fondy instituci (napt. Umélecké besedy v Praze),
sbirka notovych autografl vyznamnych skladatell (napf. Ludwiga van Beethovena, LeoSe
Janacka, Bohuslava Martin(, Nicola Paganiniho, Giuseppe Verdiho), produkce hudeb-
nich vydavatelstvi a konfiskaty ze zameckych a klasternich sbirek. V pfipadé konfiskatl
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Kolektiv autoru

Jifi \(oskovec, Jan Werich a Jaroslav Jezek. Fotografie / Photograph, ca. 1939-1941
NM-CMH 1, S 224/1386

z 50. let minulého stoleti dnes CMH vychazi maximalné vstfic restituentdim a respektuje
jejich prani ohledné dalSiho uloZeni a zpracovani sbirek.

Mezi unikaty mGzeme pocitat vSechny autografy a Casto i dobové opisy skladeb. Né-
které z nich maji hodnotu zcela vyjimednou (napt. autograf hudby Frantiska Skroupa
ke hre Fidlovacka s pisni Kde domov mUj, ktera se pozdéji stala nasi narodni hymnou).
Cenné jsou zapisy skladeb renesancnich skladatel(l ceskych (napf. KryStofa Haranta)
i svétovych (obsazenych napf. v tzv. Kutnohorském sborniku), dale loutnové a varhanni
tabulatury, sbirka skladeb pro violu d‘amour, soubory skladeb pro basetovy roh a soubor
skladeb kantorské hudby prfelomu 18. a 19. stoleti. Bohaté je dokumentovana klavirni
literatura, vznikajici od konce 18. stoleti, a skladby autord ¢eského plvodu, publikované
v ciziné na prelomu 18. a 19. stoleti.

V katalogu notového archivu se nachazeji snad vSechna znama jména skladatel(,
a to véetné Bedficha Smetany a Antonina DvoFéka, kterym jsou v CMH vénovana mono-
graficka oddéleni, i téch, jejichZ rozsahlé fondy jsou zpracovany formou zvlastniho inven-
tare. Dlraz je kladen na Ceské autory. Reprezentativnim zplsobem jsou zastoupeni skla-
datelé 18. a 19. stoleti. Dobové opisy dél Josepha Haydna, Wolfganga Amadea Mozarta,
Ludwiga van Beethovena a mnoha dalSich své&tovych autort svédéi o jejich oblibé a pro-
vozovani. V dokumentaci hudby 20. stoleti se archiv jeSté vyraznéji specializuje na Ces-
ké prostredi, a to napr. skladbami Pavla Borkovce, Josefa Bohuslava Foerstera, Rudolfa
Karla, Otakara Ostrcila, Ladislava Vycpalka i povale¢nych skladatelskych generaci.

PfestoZze prvni hudebniny jakoZto sbirkové predméty ziskalo Narodni muzeum jiz
ve svych zacgatcich, notovy archiv byl vy€lenén ze sbirek Knihovny Narodniho muzea tepr-
ve v roce 1946, kdy se stal nejvyznamnéjsi a velmi rychle rostouci souéasti nové zalo-
Zeného hudebniho oddéleni. Dodnes je notovy archiv stale doplhovan jednotlivymi tituly
a celky jiného nez pozUstalostniho charakteru. Listkové katalogy hudebnin hudebnéhis-
torického oddéleni jsou zpfistupnény verejnosti na adrese http://nris.nkp.cz.
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Napfiié sbirkami Ceského muzea hudby

FOJTIKOVA, Jana: Museum der tschechischen Musik-Archiv, Handbuch deutscher historischer Buchbestande
in Europa, Bd. I. 2, Prag - Hildesheim 2000, s. 59-64.

FOJTIKOVA, Jana: Die &ltesten Quellen der Werke Beethovens in der Tschechischen Republik, in: Miscellanea
musicologica XXXVIIl, 2006, s. 9-105.

KABELKOVA, Markéta: Hudebni archiv a kapela hrabéte Jana Josefa Filipa Pachty, Hudebni véda, ro¢. 28,
¢. 4,1991, s. 329-333.

KABELKOVA, Markéta: Poziistalost po Emilidnu Troldovi, Hudebni véda, ro¢. 37, €. 3-4, 2000, s. 186-206.

MIKULAS, Jifi: Trolda & Motejlek, Hudebni véda, rog. 37, &. 3-4, 2000, s. 231-238.

Soupis sbirek hudebniho archivu Muzea ¢eské hudby (Chadova, Anna - Jirackova, Ludmila - PoStolka, Milan
- Rutova, Milada - ValSubova, Alena), Narodni muzeum - Muzeum ¢eské hudby [strojopis], Praha 1980.

RUTOVA, Milada: Valdstejnska hudebni sbirka v Doksech, in: Sbornik Narodniho muzea v Praze, fada A,
ro¢. 28, ¢. 5, 1974, s. 173-227.

® 2. FOND POZUSTALOSTI

Az do poloviny 70. let 20. stoleti bylo zvykem roztfidit prijaté pozUstalosti podle typu ma-
teridlu a jednotliviny zvlast ulozit do pfisluSnych sbirek (hudebniny do notového archivu,
fotografie do ikonografické sbirky, nahravky do fonotéky apod.). Od této doby se pak pozl-
stalosti zpracovavaji véetné hudebnin jako celek. Casto dokumentuji nejen skladatelsky
odkaz, ale také interpretacni nazory pisatelll a mnoho dalSich aspektl jejich soukromé-
ho a verfejného Zivota. V inventarich, které zachycuji prehlednou formou v systematickém
usporadani veskeré materialy z majetku muzea, vztahujici se k dané osobnosti, dostava
badatel komplexni informaci.! Metodika zpracovani inventart se béhem uplynulych tficeti
let vyvijela a za pomoci pocitacové techniky zdokonalovala.

S vyjimkou klicovych postav ¢eské hudebni historie Bedficha Smetany a Antonina
Dvoréka, kterym se v CMH vénuji specialni oddéleni, bychom ve fondu pozlstalosti
nasli predevsim rozsahlé celky tykajici se zajimavych osobnosti ¢eské hudebni kultury
19. a 20. stoleti. K nejvyznamnéjSim osobnostem, které jsou ve fondu zastoupeny, patfi
skladatelé Emil Axman, Karel Bendl, Pavel Borkovec, Zdenék Fibich, Lubos FiSer, Josef B.
Foerster, Alois Haba, Otakar Jeremias, Jaroslav Jezek, Karel Boleslav Jirak, Miloslav Ka-
belac, Jaroslav Kricka, Vitézslav Novak, Jan Rychlik, Ervin Schulhoff, Jifi Srnka, Josef Suk,
Vaclav Trojan, Zbynék Vostfak aj., dirigenti a skladatelé Rudolf A. Dvorsky, Julius Fucik,
Karel Kovarovic, Jaroslav Krombholc a Oskar Nedbal, interpreti Ladislav Cerny (Prazské
kvarteto), Nora Grumlikova, Karel Hoffmann, Otakar Hollmann, Jan Kubelik, Prazské de-
chové kvinteto, Miroslav Venhoda nebo Hanus Wihan. Z hudebnich védcl a spisovatelt
o hudbé& uvedme napf. pozlstalosti Mirko O&adlika, Milana Postolky, Bohuslava Sicha
a Emiliana Troldy.

1) Formou inventafe jsou zpracovany tyto pozUstalosti (abecedné): Archiv kantorské hudby v Cechéch
18. stol. (Karel Motejlek), Emil Axman, FrantiSek Barto$, Otto Berger, Ladislav Cerny (Prazské kvarteto), Radim
Drejsl, Antonin Dvorak, Zdenék Fibich, Zdenék Folprecht, Julius Fucik, Karel Hoffmann, Otakar Hollmann, Ja-
roslav JeZek, Karel Boleslav Jirdk, Karel Kovarovic, Jaroslav Kficka, René Kubinsky, Jan Miroslav Kvét, Antonin
Modr, Oskar Nedbal, Vitézslav Novak, Mirko Ocadlik, Bohumir Petr, Prazsky dechovy kvintet, Jan Rychlik, Ervin
Schulhoff, Bedfich Smetana, Jifi Srnka (depozit), Josef Suk, Emilian Trolda, Jaroslav Vogel, Lenka VojtiSkova,
Hanus Wihan.
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Zapisnik motivii LeoSe Janacka /
Leos Janacek’s notebook

of motives

Nedatovano / Undated

NM-CMH 1, &. pf. / shelf-mark
116/2003

0d 70. let 19. stoleti pfichazely osobni skladatelské pozUstalosti do Narodniho muzea
predevsim formou darl a odkaz(i, pozdéji i koupi a predstavovaly prvni vyznamné akvizice
pro muzejni hudebni sbirku (1874 - Vaclav Jan Tomasek, 1876 - Jakub Jan Ryba, 1921 -
FrantiSek Skroup). V roce 1946 byly tyto pozistalosti spolu s dal$imi materialy pfevedeny
do spravy hudebniho oddéleni Narodniho muzea. Zajimavé celky ziskalo hudebnéhistoric-
ké oddéleni takeé pfi purifikaci sbirek Muzea Bedficha Smetany a Muzea Antonina Dvoraka
(napfr. pozlstalost Boleslava Schnabla-Kalenského nebo FrantiSka A. Urbanka). Prestoze
koupé a nékdy i nasledné odborné zpracovani velmi rozsahlych pozlstalosti byva nékdy

problémem, cilem CMH je priibé&zné tento fond doplfiovat.

FOJTIKOVA, Jana: Zpracovani fondu osobnich poztstalosti v Muzeu Seské hudby, Hudebni véda, roé. 30,
€. 4, 1993, s. 400-401.
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® 3. NENOTOVE PISEMNOSTI

Vedle konkrétnich hudebnich dél poskytuji informace o hudbé také nenotové pisemnosti,
predevsim korespondence skladatell, interpretll a instituci. Jejich bohaty a rozmanity
fond v CMH zahrnuje dopisy, pohlednice, vizitky, strojopisy, telegramy, osobni doklady,
Gcty, nakladatelské smlouvy, diplomy, pamétni zapisy, pamatniky, rukopisné poznamky,
muzikologické a publicistické prace. Kromé ryze osobnich sdéleni v nich najdeme po-
znamky o tvorbé, interpretaci a prijeti dila a o koncertnim provozu. V nékterych muziko-
logickych pracich jsou shrnuty vysledky rozsahlych resersi a vyzkumi, které ¢asto nebyly
nikdy publikovany.

Casové rozpéti téchto material(l sahd od 18. stoleti do sougasnosti, nejposetnéji za-
stoupené jsou pamatky ze 2. poloviny 19. a z 20. stoleti. Sbirka pisemné korespondence
se vSak jiz viceméné uzavrela. Tak jak se postupné méni formy komunikace mezi lidmi,
méni se samoziejmé i forma novych shirkovych predmétl a dopis jako svébytnou vypo-
véd o pisateli a jeho dobé nyni vytlacuji rychlejsi elektronicka média.

Prehled jmen, ktera mizeme najit v katalogu tohoto fondu, je opravdu reprezentativni.
V nékterych pripadech (Ema Destinnova, Josef Bohuslav Foerster, Leo$ Janacek, Jaroslav
Kricka, Bohuslav Martin(, Otakar Ostréil, Ladislav Vycpalek, nakladatelé FrantiSek A. Urba-
nek a Mojmir Urbanek aj.) se dokonce nejedna pouze o jednotliviny, ale bohatsi soubory.
Ve sbirce jsou zastoupeni také starsi ¢esti skladatelé, napt. Jifi Antonin Benda, Vilém Blo-
dek, Jan Ladislav Dusik, Vojtéch Jirovec, Leopold KozZeluh, Antonin Rejcha, Jakub Jan Ryba,
z mladsich Pavel Borkovec, Emil FrantiSek Burian, Miloslav Kabelac, Ervin Schulhoff, Kle-
ment Slavicky, Vaclav Trojan. Méné pocetné, ale co do vypovédi ¢asto velmi dillezité a ob-
sazné jsou dopisy svétovych skladateld, napf. Bély Bartoka, Hectora Berlioze, Johannesa
Brahmse, Antona Brucknera, Petra lljice Cajkovského, Charlese Gounoda, Edvarda Griega,
Paula Hindemitha, Franze Liszta, Gustava Mahlera, Felixe Mendelssohna-Bartholdyho,
Giacoma Meyerbeera, Sergeje Rachmaninova, Maxe Regera, Nikolaje Rimského-Korsakova,
Gioacchina Rossiniho, Camilla Saint-Saénse, Arnolda Schonberga, Roberta Schumanna,
Jeana Sibelia, Richarda Strausse nebo Richarda Wagnera. Velkou hodnotu maji také do-
pisy dirigentll (Karel Ancerl, Vaclav Kapral, FrantiSek Kmoch, Jaroslav Krombholc, Rafael
Kubelik, Bernardo Molinari, Oskar Nedbal, Arthur Nikisch, Vaclav Smetacek, Vaclav Talich),
interpretll (Karel Burian, Pablo Casals, Josefina Duskova, Rudolf Firkusny, Karel Hoffmann,
Karel Hoffmeister, Jan Kubelik, Ferdinand Laub, FrantiSek Ondricek, Nicolo Paganini, Ota-
kar Sevéik, Vaclav Stépan) a hudebnich i védeckych instituci.

Nenotové pisemnosti, které byly ziskany pred vznikem samostatného hudebniho od-
déleni Narodniho muzea, zlstaly soucasti Knihovny Narodniho muzea a Archivu Narod-
niho muzea. Sbirka nenotovych archivalii je tedy budovana teprve od 50. let 20. stoleti.
Postupem ¢asu bylo ovdem znacné mnozZstvi pisemnosti vyélenéno do fondl jednotlivych
osobnosti (Fibich, Novak, Suk, Schulhoff aj.), aby zde byly soustfedény vSechny druhy
pamétek, které jsou v CMH k uréitym osobnostem uloZeny.

FOJTIKOVA, Jana: Stav fondu korespondence ve sbirkach Muzea éeské hudby, in: Kritické edice hudebnich
pamatek I, Korespondence jako muzikologicky pramen a problém, Univerzita Palackého, Olomouc 1999,
s. 25-29.
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FREI, Jan: Korespondence K. B. Jirdka uloZena v Muzeu ¢eské hudby, Hudebni véda, ro¢. 37, ¢. 3-4, 2000,
s. 335-345.

POSTOLKA, Milan: Musikerbriefe in der Musikabteilung des Nationalmuseums in Prag,
in: Beitrage zur Musikdokumentation. Franz Grasberger zum 60. Geburtstag, Tutzing 1975, s. 363-390.

® 4. IKONOGRAFIE

Ceské muzeum hudby spravuje nejvétsi ikonografickou sbirku svého druhu v Ceské re-
publice co do objemu, zaméreni i casového rozsahu. Sbirka ma tfi ¢asti: kolekci ikono-
grafie v uzSim slova smyslu, soubor negativli a soubor osobnich pamatek. Prvni z nich
zahrnuje fotografie, grafiky, obrazy, kresby, sochy, plakety a poStovni znamky. Sbirka ne-
gativll obsahuje cenné historické originalni negativy i diapozitivy a rozsahlou dokumen-
taci ke sbirkdm hudebnich nastrojli, nékterym notovym autografim a pamatkam dnes
nezvéstnym. Do osobnich pamatek patfi diplomy, medaile, trofeje, drobnosti osobniho
charakteru, nabytek a dalSi trojrozmérné predméty se vztahem k hudebnim osobnostem
a institucim.

Nejstarsi ikonografické materialy v CMH pochazeji ze 16. stoleti a spolu s obrazy ze
17. a 18. stoleti patfi k unikatim sbirky. Hudebniho Zivota v 18. stoleti se tyka pocetny
soubor grafik a malby: najdeme zde nejen portréty Wolfganga Amadea Mozarta, ale i dal-
Si doklady, které pribliZzuji jeho prazské pobyty. VétSina sbirky se soustfeduje na obdobi
od poloviny 19. stol. do poloviny 20. stoleti. V poslednich letech je zvySena pozornost
vénovana dokumentaci nejriiznéjSich forem sou¢asného koncertniho Zivota.

Tematicky sice prevazuji portréty skladatell a interpret(l, neschazi vSak ani vyobraze-
ni hudebnich nastrojli, koncertd, historickych hudebnich sbirek a mist souvisejicich s hu-
debnim Zivotem. Svymi dily jsou ve sbirce zastoupeni napf. Lucas van Leyden, médirytec
Johann Sadeler st., grafik Jan Berka, Joseph Kriehuber, fotografové FrantiSek Drtikol,
JindFich Eckert, Jan Langhans, Jan Mula¢ a Jan Vanék, malifi FrantiSek Bilek, Hugo Boet-
tinger, Vaclav Brozik, Adolf Hoffmeister, FrantiSek Muzika, Frantidek Zenisek a mnoho
dalsSich.

Zvl&stni pozornost si zaslouZi sbirka fotografii CMH, jejimZ jadrem jsou fotografie es-
ké a evropské provenience vzniklé od 70. let 19. stoleti do prvni svétové valky. V ate-
lierech zakladatell Ceské fotografie byla starSimi fotografickymi technikami pofizena
portrétni galerie nasich a v Praze hostujicich evropskych hudebnik(i, pocetné je vSak
zastoupena také tvorba zahranicnich ateliér(l. Spolu s pfipisy na fotografiich predstavuiji
tyto materialy obrazovou historii koncertniho provozu v Cechach i svédectvi o domécich
a zahraniénich kontaktech ¢eskych hudebnik(. Pozoruhodnéa je dokumentace ¢innosti
cetnych péveckych spolki ve 2. poloviné 19. stoleti, sbhirka Silvestra Hipmana a amatér-
ska fotograficka tvorba.

Ikonograficka sbirka CMH vznikla sou¢asné s hudebnim oddé&lenim Narodniho mu-
zea v roce 1946, jednotlivé pfedméty vSak byly sbirany od zaloZeni Narodniho muzea
v oddéleni historické archeologie (obrazy, sochy apod.) a v Knihovné Narodniho muzea
(grafika), odkud byly po vzniku samostatného hudebniho oddéleni vyélenény. Dalsi pred-
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méty ziskalo muzeum se sbirkovymi nebo pozlstalostnimi fondy, ale i vlastni akvizi¢ni
¢innosti. Odborny zaklad sbirky zalozil v padesatych letech 20. stoleti Alexander Buchner.
Dnes CMH koordinuje v Ceské republice spolupraci s RIdIM (Répertoire International
d“lconographie Musicale).

PAULOVA, Eva: Pamétky hudebni ikonografie v hudebni historiografii a jejich dokumentaéni zpracovani, in:
Ikonografika v hudobnej historiografii, Seminar o hudobnej ikonografii - pramene, metodolégia, perspek-
tivy (referatovy sbornik), Slovenska narodna skupina IAML, Martin 1998, s. 4-10.

® 5. HUDEBNi KNIHOVNA

Sougasti hudebnéhistorického oddéleni Ceského muzea hudby je hudebni knihovna,
ktera byla od svého pocatku koncipovana jako specializovana knihovna sbirkotvorného
razu a zaroven jako odborna knihovna pfirucni. Toto dvoji zaméreni ji zlistalo dodnes.
Prvni knizni materialy s hudebni tematikou pfichazely jiz béhem 19. stoleti do Knihovny
Narodniho muzea predevsim formou darl a rdznych odkaz(, systematicky se vSak muzi-
kaliim zacal vénovat az Emil Axman. Zasadni zménu pfinesl rok 1946 a s nim vytvoreni
samostatného hudebniho oddéleni, kam presla také hudebni knihovna. Podle druhu v ni
Ize rozlisit ¢tyfi zakladni soubory: knizni fond, dale hudebni periodika, asopisy, bulletiny
a zpravy, fond starych tiskd a sbirku libret. Nejstarsi predméty v hudebni knihovné pocha-
zeji z 1. poloviny 16. stoleti, nejmladsi ze souc¢asnosti.

Ve fondu prevazuje odborna muzikologicka literatura zamérena na evropskou a ze-
jména ¢eskou hudebnéhistorickou problematiku, zastoupena je také vSeobecna hudeb-
ni literatura, ¢asto cizojazy¢na. Nechybéji prace o hudebnich nastrojich, o jednotlivych
skladatelskych osobnostech véetné tematickych katalogl jejich dila i katalogy jinych
hudebnich sbirek. Knihovna miZe nabidnout rizné obecné historické, lexikografické, li-
terarnévédni aj. tituly. Nejcennéjsi skupinu predstavuji staré tisky s hudebni tematikou,
vydané v letech 1500-1800, z nichz jsou nékteré unikatni. Nékolikatisicovy soubor hu-
debnich libret z konce 17.-20. stoleti a staré tisky pochazeji predevsim z tzv. svoz(, ktery-
mi se v 50. letech minulého stoleti dostaly do Narodniho muzea zkonfiskované klasterni
a Slechtické hudebni sbirky.

Z hlediska provenience je mozné v hudebni knihovné vydélit nékolik velkych celku, napr.
knihovny po Richardu Veselém, Emilianu Troldovi, Ondreji Hornikovi, svazky z knihovny cis-
terciackého klastera v Oseku a z Kralovské kanonie premonstrat( na Strahové. Posledni
z nich spravuje CMH jako stély depozit.

Dnesni knihovna hudebné&historického oddé&leni CMH je podle moZnosti doplfiovéna
novymi tituly. S Knihovnou Narodniho muzea zlistala spojena tim, Ze veskeré jeji nové
prirGstky jsou nejprve evidovany a katalogizovany v Knihovné Narodniho muzea a teprve
potom dostavaji v CMH signaturu a jsou déle odborné zpracovavany.

MAYROVA, Katefina: Hudebni knihovna Hudebnéhistorického oddéleni Muzea eské hudby v Praze, jeji for-
movani a zakladni profil, in: Acta Musaei Moraviae - Scientiae sociales LXXXV, Brno 2000, s. 195-221.
POSTOLKA, Milan: Libreta strahovské hudebni sbirky, in: Miscellanea musicologica XXV-XXVI, 1974,
s. 79-149.
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® 6. TISKOVA DOKUMENTACE

Hudba patfi k tém druhtim uméni, které ke svému pinému Zivotu potrebuji interakci mezi
hudebnim dilem, interpretem a posluchacem. Kromé zvukovych nahravek doklada tuto
jeji stranku také tzv. tiskova dokumentace, j. divadelni a hudebni cedule, programy, riz-
né brozury, pozvanky, letaky k hudebnim akcim, plakaty, novinové vystfizky a jiné ma-
teridly podobného druhu. Pohled na dileZitost téchto prament se vyvijel a rlznil, a to
od jejich nesoustavného uchovavani az k dnesni promyslené archivaci.

Sbirka tiskové dokumentace v CMH mapuje obdobi od poloviny 18. stoleti aZ do sou-
Gasnosti a tematicky se zaméfuje predevsim na koncertni a spolkovy Zivot v Cechéach
a na Moravé. Asi z 85 % se jedna o hudebni déni v Praze. Fond vSak zahrnuje také ohlasy
na vystoupeni ¢eskych umélcl v ciziné a na premiéry ¢eskych skladeb v zahranici, pra-
meny k provozovani hudby na Slovensku (20. stoleti) a k hudebnim aktivitam nékterych
mensin: némecké plsobici v Praze a ¢eskych krajand ve Vidni.

Fond je ¢lenén podle lokalit a podle specifickych Zanrud (sborové koncerty, orchestralni
koncerty, recitaly atd.). Programy vyznamnych hudebnich instituci, spolkl a Skol se evidu-
ji @ zpracovavaji samostatné jako zvlastni celky (napf. Cacilien-Verein - Cecilska jednota
Ci Prazska konzervator). Ve sbirce nalezneme nejen mnoho informaci o nasich i cizich
skladatelich a jejich skladbach, ale také o interpretech. U nékterych umélct, napt. u Hec-
tora Berlioze, Antonina Dvoraka, Gustava Mahlera, Maxe Regera, Arnolda Schénberga,
Bedricha Smetany, Josefa Suka a Richarda Wagnera, obé tyto role splyvaly. Seznamime
se s koncertnimi programy virtuost deského ptivodu, napt. Ceského kvarteta, Emy Des-
tinnové, Jana Hefmana, Jana Kubelika, Oskara Nedbala, FrantiSka Ondficka, Josefa Sla-
vika, a také svétové proslulych interpretd, ktefi u nas koncertovali. Specialni pozornost
je vénovana Ceské filharmonii a koncertiim Mezinarodniho hudebniho festivalu Prazské
jaro. Tiskova dokumentace poskytuje mnoho zajimavych Udajd o rozvoji profesionalniho
koncertniho Zivota, o oblibé konkrétnich hudebnich dél a zménach estetickych ideall
ve spolecnosti.

K unikatim pocitame napf. divadelni cedule a hudebni plakaty z konce 18. stoleti,
které dokladaji provedeni Mozartovych oper a vefejna vystoupeni vyznamnych umélc( té
doby (Josefina Duskova, manzelé Maskovi, Johann N. Hummel atd.).

Narodni muzeum ziskavalo sbirku tiskové dokumentace postupné, zpocatku v ramci
pozustalostnich celkl jednotlivych osobnosti (napf. Jindficha Hyblera, Norberta Kubata
aj.), prostrednictvim dar(l, z konfiskovanych klasternich a Slechtickych fondd (predevsim
z Kralovské kanonie premonstratd na Strahové a z chotkovského archivu ze zamku Kaci-
na) a koupi. Systematické zpracovani tohoto shirkového lGseku zacalo teprve roku 1987
v oddéleni hudebni knihovny Muzea ¢eské hudby, pozdéji presla sprava sbirky tiskové do-
kumentace do kompetence hudebnéhistorickénho oddéleni. V roce 1994 byl schvalen novy
sbérny program, omezujici se na sbér tiskové dokumentace pouze z vybranych instituci,
rozSifeny o evidenci ¢innosti vyznamnych koncertnich agentur. Zahrnuta jsou dale ojedi-
néla vystoupeni mezinarodné proslulych sélovych interpretll, opernich hvézd, Spickovych
komornich soubort ¢i svétové uznavanych orchestr( a zjevnych hudebnich talentd.
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MAYROVA, Katefina: Cinnost hudebnich spolk(i a sdruzeni z 19. a 1. poloviny 20. stoleti, jak je dokumentové-
na ve shirkovém fondu tiskové dokumentace Ceského muzea hudby, s akcentaci na hudebni aktivitu tzv.
Cecilské jednoty v Praze, in: Sbornik Miscellanea z vyroénich konferenci 2001 a7 2005, Ceska spoleénost
pro hudebni védu, Praha 2005, s. 144-183.

® 7. FONOTEKA

Fonotéka Ceského muzea hudby archivuje zvukové nosiée vdech typl, od nejstarsich
fonovaleckl pres rlzné atypické gramofonové nosice, standardni gramofonové desky,
magnetofonové pasy, audio- a videokazety az po moderni digitalni média, napf. kompakt-
ni desky, DAT kazety ¢i DVD, a prostrednictvim téchto nosi¢l uchovava zvukové snimky.
Podstatnym rysem prace fonotéky je pfitom zachovani a studium vazeb téchto snimkd,
zejména historickych, na jejich plvodni nosice. Ke zvukovym nosiclim jsou zde archi-
vovany i prislusné dokumentacni materialy jako obaly, buklety a rlizné tiskové doplnky.
Zvlastni duraz je kladen zejména na katalogy gramofonovych firem.

Ve fonotéce CMH tvoii 96 % nahravky hudebni, zbytek predstavuje zaznam mluve-
ného slova. Jsou zde zastoupeny nosice vyznamnych stredoevropskych, zejména pak
ceskoslovenskych gramofonovych firem (napt. Columbia, His Master “s Voice, Esta, Ultra-
phon, Supraphon, Opus, Panton aj.). Nejstarsi nosice ve sbirce pochazeji z prelomu 19.
a 20. stoleti.

Nejvétsi podil ve fonotéce CMH maji standardni gramofonové desky. Zaklad této sbir-
ky vznikl pfevodem &asti rozsahlého gramofonového archivu Ceskoslovenského rozhlasu
v 60. letech minulého stoleti. Velka kolekce dlouhohrajicich desek vznikala postupné
v 60. az 90. letech na zakladé tzv. povinnych vyliskd uréenych pro archivaci. Jako ukazky
své edicni Cinnosti je pravidelné zasilaly predni domaci gramofonové firmy Supraphon,
Opus a Panton.

Kromé sériovych produktti gramofonovych firem se ve fonotéce CMH nachazeji i uni-
katni zvukové dokumenty nekomeréniho charakteru, zachycené na rozmanitych ama-
térskych i profesionalnich formatech zvukového zaznamu, véetné zaznamu na magne-
tofonovy pas. Sem patfi napriklad prirlstky ziskané z osobnich pozlistalosti skladatel(l
Aloise Haby, Josefa B. Foerstera, Zbynka Vostfaka, studiové gramofonové snimky z ar-
chivu rozhlasové stanice Hlas Ameriky (unikatni valec¢né a povale¢né rozhlasové porady
Voskovce a Wericha) nebo rozsahly archiv nahravek Svazu ¢eskych skladatell a koncert-
nich umélcl, dokumentujici prazské novinkové koncerty soudobé hudby 2. poloviny 20.
stoleti. CMH ziskalo také kompletni zvukovy archiv Spoleénosti pro elektroakustickou
hudbu (SAEH), v ném? je zastoupena plvodni ¢eska i zahranicni elektroakusticka tvorba,
uloZzena na nejmodernéjSich digitalnich zaznamovych médiich (CD, DVD, R-DAT, VHS),
navic bohaté doplnéna prislusnou pisemnou a grafickou dokumentaci.

Fonotéka CMH se zadala samostatné rozvijet v souvislosti se vznikem hudebniho od-
déleni Narodniho muzea v roce 1946, kdy byla z Knihovny Narodniho muzea vyélenéna
kolekce fonovaleckl a standardnich gramofonovych desek. K rozsifovani shirky prispély
narizené dodavky povinnych vyliskl aktualni gramofonové produkce, v soucasné dobé je
obohacovana predevsim z dar( a prilezitostnych akvizic, ziskanych prevazné od soukro-
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mych subjektld. K oddéleni patfi i zvukové studio, jehoZ technické vybaveni umoziuje
kvalitni reprodukci vSech typl archivovanych zvukovych nosicil. Tato reprodukéni zafizeni
(analogové prehravace, gramofony, magnetofony) jsou propojena s digitalnim prevodni-
kem a pocitacovou sestavou, kterd umoznuje digitalizaci jakéhokoliv analogového snim-
ku a jeho prepis na moderni zaznamova média.

I1. ODDELENIi HUDEBNICH NASTROJU

Sbirka hudebnich nastrojil CMH patfi k nejvzacn&jsim organologickym sbirkdm v Evro-
pé& a v ramci Ceské republiky je zcela ojedinéla. Obsahuje historické hudebni nastroje
vytvofené v Evropé, véetné nastrojl lidovych. Spolu s historickou sbirkou je v CMH uloZe-
na takeé tzv. Statni shirka hudebnich nastrojli jako fond smyccovych nastroji Spickovych
kvalit, které si mohou k sélové nebo komorni koncertni ¢innosti zapUj€it vyznamni ¢esti
umeélci nebo mladi talentovani interpreti.

Celkem obsahuje sbirka asi 2800 hudebnich nastroju véetné depozit, ktera nejsou v ma-
jetku CMH. Nejstarsi hudebni nastroje pochézeji z 1. poloviny 16. stoleti a pat¥i k vibec nej-
cenné&jSim dochovanym exemplartiim, nebot i ve svétovych muzeich jsou zastoupeny jiz jen
v mizivém poctu. Nejmladsi nastroje byly vyrobeny ve 20. stoleti a v nékolika pripadech rov-
néz predstavuji evropské unikaty.

Historicka sbirka obsahuje vSechny druhy hudebnich nastrojd pouzivané v stfedoev-
ropském kontextu: smyécové, drnkaci, strunné klavesové, dechové dievéné a zZestové,
vicehlasé vzduchové, bici, elektrofonické a mechanické hudebni nastroje.

K nejvyznamné&jsim stavitel(im nastroju, ktefi jsou ve sbirce CMH zastoupeni, patfi
svétovi houslafi Nicolo Amati, Antonio Stradivari, Giuseppe Guarneri del Gesu aj., dale
pak prazsti houslafi Tomas Edlinger, Jan Oldfich Eberle, Jan Jifi Hellmer, Tomas Ondrej
Hulinsky, rod Homolkd, Karel B. Dvorak, Pfemys| Otakar Spidlen a Karel Vavra. Stavite-
le strunnych klavesovych nastroji a klavirG reprezentuji Johann Baumgartner, Johann
Jacob Seydel, Michael Weiss, Jan Nepomucky Balley, Alois Hugo Lhota, Antonin Petrof,
Johann Baptist Streicher a August Forster. Varhanare zastupuje napf. Leopold Spiegel,
vyrobce drnkacich nastroji Martin Brunner a Ondfej Ott, harfafe Alois Cervenka a Sé-
bastien Erard, vyrobce dechovych nastroji Jorg Wier, Peter Bressan, Johann Cornelius
E. Sattler, Frantidek Dolej$, Josef Sediva a Vaclav Frantisek Cerveny. V na&i sbirce mame
také mechanické hudebni nastroje (automatofony) Frantiska Rebicka a harmoniky Jose-
fa Kebrdleho.

K unikatim sbirky se bezesporu fadi napf. zakfiveny velkobasovy roh z roZmberské
kapely 16. stoleti (prace Jorga Wiera), housle Nicola Amatiho a z novéjsich nastroju ctvrt-
tonovy klavir zhotoveny z podnétu Aloise Haby firmou August Forster. Nelze nejmeno-
vat ani dalsi velmi vyznamné exponaty: napf. vSechny nastroje tzv. rozmberské kapely
(vzdusnicové Salmaje a zakriveny roh), tzv. roZmberskou basu (viola da gamba velkoba-
sova), italsky virginal, violu (A. & H. Amati, Cremona 1592), violu d‘amour Jana Oldficha
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Housle / Violin

Nicolaus Amati, Cremona,
ca. 1650

NM-CMH 2, E 1427

Eberleho, violu da gamba Josepha Paula Christy, nastroje Tomase Ondreje Hulinského,
loutnu Martina Brunnera, harfy, dulcian, sbirku dud, basetovych rohd, nastroje Josefa
Sedivy a Vaclava Frantiska Cerveného. Ve sbirce CMH se setkdme také s nékolika kurio-
zitami (baryton, arpeggione, Sedifony, serpent, chromaticka harfa, sklenéna harmonika),
které sice neznamenaly Zadné historicky vyznamné trendy ve stavbé hudebnich nastroju,
ale ve své dobé prinesly zajimavé zvukové obohaceni.

Historie sbirky hudebnich nastrojd saha do 19. stoleti. Od zaloZzeni Narodniho muzea
aZz po rok 1946 byly hudebni nastroje nahodné shromazdovany v oddéleni historické
archeologie Narodniho muzea. Tehdy je muzeum ziskavalo dary a odkazy od soukro-
mych sbératell. Po vzniku samostatného hudebniho oddéleni sem byly hudebni nastroje
postupné prevedeny. Shirku pak budoval v letech 1948-1962 predni ¢esky organolog
a prednosta hudebniho oddéleni Narodniho muzea Alexander Buchner. Za jeho pUso-
beni byly zakoupeny nékteré vyznamné exemplare, mimo jiné pozoruhodna shirka Karla
B. Dvoraka (pfes 100 kusu).

V roce 1954 byla oteviena prvni reprezentativni stala expozice hudebnich nastrojl
ve Velkoprevorském palaci na Malé Strané, kde sidlila az do restituce tohoto objektu.
Od roku 2004 je v moderni podobé zpFistupnéna vefejnosti na novém pudsobisti CMH
v Karmelitské ulici.

Musicalia 1-2 /2009 W 19



Kolektiv autoru
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Dalsi dvé oddéleni Ceského muzea hudby

jsou zamérena monograficky, a to k osobnostem
Bedricha Smetany (1824-1884)

a Antonina Dvoraka (1841-1904).

11l. MUZEUM BEDRICHA SMETANY

Muzeum B. Smetany, zaloZzené v roce 1926 Sborem pro postaveni pomniku B. Smetano-
vi, shromazdilo za vice neZ osmdesat let své existence desetitisice shirkovych predmétl
dokumentujicich skladatelQv Zivot a dilo. Smetanovské pamatky a dokumenty zacal Sbor
systematicky sbirat od velké prazské vystavy o Smetanovi v roce 1917, takze pfi svém
vzniku jiZ muzeum disponovalo dosti rozsahlym fondem.

Jadrem muzejnich sbirek je Smetanova pozlistalost zakoupena od rodiny ¢eskoslo-
venskym statem v roce 1928 a do muzea predana v letech 1929-1932. Kromé toho vé-
novali Smetanovi dédicové muzeu soubor 485 dopisl adresovanych skladateli i dalSim
¢lentim rodiny. Koupémi a dary byla pozlstalost pribézné doplhovana o dalSi materialy,
mimo jiné také z osobnich pozUlstalosti Smetanovych soucasnikd. | v poslednich letech
se dafri ziskat dosud neznamé ¢i nezvéstné Smetanovy rukopisy a dopisy, a tak tuto
nejcennéjsi kolekcei (pfes 2000 poloZek) dale rozSifovat. Nejvyznamnéjsi souéasti fon-
du jsou autografy vétSiny Smetanovych skladeb, jeho korespondence odeslana i pfijata,
osobni dokumenty a deniky, kresby i dalsi rukopisy dokladajici jeho pisobeni v ceském
hudebnim Zivoté. Dale jsou tu Smetanovy dobové portréty - vytvarna dila i plvodni foto-
grafie, osobni predméty a trofeje, vytvarné prekrasné cestné diplomy, programy a cedule
k Smetanovym koncertnim aktivitdm i k provadéni jeho dél a dalsi rdznorody material
dokreslujici jeho Zivot a tvorbu.

Viibec nejpocetnéjsi sbirku v MBS predstavuje fotoarchiv (cca 28 000 polozek). Jeho
nejstarsi vrstva unikatnich vizitkovych a kabinetnich fotografii vznikla v ateliérech praz-
skych i mimopraZskych firem 19. a zacatku 20. stoleti (Mula¢, Fiedler, Tomas, Eckert,
Lachmann, Langhans aj.). Cenné jsou zejména civilni i divadelni portréty opernich pévci,
ktefi zpivali ve Smetanovych operach, a to od 2. poloviny 19. stoleti az do nedavné minu-
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losti. Cast t&ch nejstarsich darovali kdysi muzeu jesté sami &lenové Smetanova operniho
souboru nebo jejich potomci. Fotoarchiv obsahuje i fotografie jeho soucasniki, dalSich
generaci Smetanovy rodiny, pozdéjsich propagatord a interpretd jeho dila, mapuje mista
a budovy spjaté se Smetanovym Zivotem a Cinnosti, pomniky, rizné dalsi smetanovské
akce (vystavy, oslavy, festivaly, koncerty) a hojné i inscenace Smetanovych oper u nas
a v zahranici. Kromé fotografii se zde archivuji také negativy.

Vytvarna sbirka obsahuje prevazné grafiky, obrazy a plastiky (cca 1300 polozek). Ved-
le vytvarnych dél vztahujicich se k osobnosti a dilu B. Smetany jsou soucasti tohoto roz-
sahlého souboru i portréty dalSich osobnosti, mistopisné grafiky a pragensia predevsim
z prvni poloviny 19. stoleti, dale postovni znamky a pohlednice se smetanovskou tema-
tikou. Plastiky - na prvnim misté portréty Bedficha Smetany - naleZi k dilim prednich
Seskych vytvarnik(l (Josef Strachovsky, Josef Vaclav Myslbek, Otakar Spaniel, Ladislav
Saloun, Jan Stursa, Josef Wagner, FrantiSek Bilek aj.). Ve sbirce se uchovavaji také pod-
klady pro navrhy skladatelovych pomnikl a pamétnich desek.

Velmi rdznorody charakter ma sbirka trojrozmérnych predmétl (cca 600 polozek):
jeji soucasti jsou napf. pamétni mince, medaile, plakety a odznaky z produkce vyznam-
nych ¢eskych medailérd, osobni pfedméty a pamatky ¢élend Smetanovy rodiny i nékte-
rych Smetanovych pratel ¢i spolupracovnik( a zejména cenny soubor kostym(l ze smeta-
novskych inscenaci v Narodnim divadle z prelomu 19. a 20. stoleti. Bohata je i kolekce
skla a porcelanu se smetanovskymi motivy (zejména z Prodané nevésty). Zastoupen je
také mobiliar: nabytek ze Smetanovy rodiny, vystaveny dnes ve Smetanové pamatniku
v Jabkenicich, a nabytek z rodiny Smetano-
vy druhé Zeny Bettiny Ferdinandiové, zapuj- [ —
eny do nové expozice v domé rodiny Ferdi-
nandiovy na Lamberku v Obfistvi.

Pozoruhodny celek tvofitémeér 1100 scé-
nickych a kostymnich navrh( k inscenacim
Smetanovych oper od 2. poloviny 19. sto-
leti aZ do nedavné minulosti. VétSinou jsou
to navrhy pro Narodni divadlo, ale také pro
néktera divadla mimoprazska, nékolika na-
vrhy jsou zastoupena i zahrani¢ni nastudo-
vani. Mezi jejich autory jsou vyznamni ¢esti
vytvarnici a scénografové (napf. Edmund
Chvalovsky, Frantisek Kolar, Karel Stapfer,
Mikolas Ales, FrantiSek Kysela, Vincenc
Benes, Josef Lada, FrantiSek Troster, Josef
Svoboda), z nichZ néktefi se nezastupitelné
zapsali do historie smetanovské inscenacni

Bedfich Smetana
Fotografie / Photograph, Jan Mula¢, 1881
NM-CMH 3, S 217/1753
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praxe. Na dvé stovky svych scénickych a kostymnich navrh(i daroval Smetanovu muzeu
jako projev uznani a ocenéni jeho ¢innosti Karel Svolinsky.

Podstatnou ¢ast fondu nenotovych archivalii tvori hlavné korespondence, dopiné-
na dalSimi pisemnymi a tiSténymi dokumenty nejriiznéjsiho obsahu a charakteru (cca
5000 polozek). Nékteré soubory materialll jsou souéasti osobnich pozlstalosti Smeta-
novych soucasnik(, napf. Josefa Jiranka, FrantiSka Pivody, Ludevita Prochazky a Josefa
Proksche.

Ve fondu tiskové dokumentace se nashromazdilo na 12 000 dokladl o provozovani
Smetanovych dél doma i v ciziné od 19. stoleti do souc¢asnosti (programy, plakaty, diva-
delni cedule, programové broZury a dalSi drobné tisky). Nejrozsahlejsi je soubor ceduli ke
Smetanovym inscenacim v Narodnim divadle od 19. stoleti do sou¢asnosti. Vyznamny
celek predstavuje dokumentace k provedenim Smetanovych dél v zahranic¢i véetné za-
jezdd a hostovani Seskych umélc(l. Uvadéni Smetanovych dé&l na Gzemi Cech a Moravy
je podchyceno v jeho nejriiznéjSich podobach, od bézného profesionalniho koncertniho
a divadelniho Zivota aZ po kuriézni amatérské formy.

Archiv hudebnin obsahuje na 2500 svazkl prevazné notovych tiskd, zvlasté rdznych
edic Smetanovych skladeb i jejich nejriznéjSich Gprav od prvnich vydani az po vydani nej-
novéjsi. Jsou tu i dila vénovana Smetanovi nebo inspirovana jeho hudbou a tézZ dila autoru
nalezejicich k SirSimu kontextu Smetanovy doby a tvorby. Nékteré tisky a opisy pochazeji
z vlastnictvi Smetanovych soucasnikd, interpretd, editord ¢i smetanovskych badateld.

Sbhirka libret méa pres 450 polozek. Jeji jadro tvofi na 300 ¢eskych i zahrani¢nich vyda-
ni libret Smetanovych oper od prvnich edic do soucasnosti. Nejpocetnéji je zastoupena
Prodana nevésta - od prostého sesSitku az po vazané a bohaté ilustrované knihy, v tisté-
nych i strojopisnych prekladech do vétSiny evropskych jazyk(. Dale jsou zde libreta oper,
které se ve Smetanové dobé hraly v Prozatimnim a Narodnim divadle, Ci libreta, ktera
napsali nebo preloZili jeho libretisté a spolupracovnici.

Knihovna Smetanova muzea obsahuje témér Sest tisic svazk( knih a ¢asopist od po-
¢atku 19. stoleti do soucasnosti. Vedle titul(l vSeobecné muzikologickeé literatury z Ceské-
ho a evropského 19. stoleti a bohaté literatury smetanovské zahrnuje i knihy z plvodni
knihovny Bedficha Smetany a jeho rodiny.

Fonotéka a videotéka soustreduje zvukové nahravky Smetanovych skladeb na stan-
dardnich, dlouhohrajicich a kompaktnich deskach a audiovizualni snimky na videokaze-
tach a DVD. Mezi nejcennéjSi exemplare patfi standardni desky s historickymi nahravka-
mi Smetanovych dél.

CECHOVA, Olga - FOJTIKOVA, Jana: Zpracovani fondu B. Smetany v Muzeu éeské hudby,
Hudebni véda, roé. 22, ¢. 1, 1985, s. 93-95.
MOJZISOVA, Olga: Smetanovské prameny - stav 1994, Hudebni véda, roé. 32, ¢. 1, 1995, s. 19-26.
MOJZISOVA, Olga: Muzeum BedfFicha Smetany (historie, sbirky), in: Bedfich Smetana.
Doba-zZivot-dilo, ed. O. MojziSova, Praha 1998, s. 42-166 (t€Z anglicka a némecka verze).
MOJZISOVA, Olga: Restrukturalizace sbirek jako nezbytny predpoklad katalogizace. Specifika a problémy
sbirkovych fondt Smetanova muzea, in: Kritické edice hudebnich pamatek IV,
ed. S. Tesaf, Brno - Olomouc 2001, s. 113-116.
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SEQUARDTOVA, Hana: Soupis rukopist Bedficha Smetany. A. Rukopisy notové,
in: Sbornik Musea Bedficha Smetany I., Praha 1959, s. 41-113.

WIRTH, Zdenék - WAISAR, Alfons: Smetanova tvar [katalog smetanovské ikonografie].

IV. MUZEUM ANTONINA DVORAKA

Sbirky Muzea Antonina Dvoraka vznikaly postupné, zpocatku predevsim z iniciativy Spolku
pro postaveni pomniku Mistra Antonina Dvoraka v Praze (zaloZzen 1931), ktery od Anny
Dvorakové, vdovy po skladateli, obdrZel prvni z cennych dvorakovskych pamatek. Pro ar-
chivaci a vystaveni dvorakian (od roku 1932) byl ziskan architektonicky jedinecny barokni
letohradek v centru Prahy, navrzeny Kilianem Ignacem Dientzenhoferem. V roce 1944 se
plvodni spolek prfejmenoval na Spolecnost Antonina Dvoraka, ktera nadale shromazdova-
la dvorakovské materialy a vénovala se bohaté kulturné osvétové ¢innosti. Nejvyznamnéjsi
soubor autograf(i Dvofakovych dél ziskalo muzeum v roce 1980 zakoupenim od skladate-
lovych dédicli a brzy poté mu dalSi dvorakovské unikaty darovala Spolecnost Antonina Dvo-
faka. Sbirkové fondy muzea jsou priibézné doplinovany o nové prirlistky formou dar(i a na-
kupd od rlznych vydavatelstvi, jednotlivc(,
antikvariatd nebo zahranicnich aukénich
sini.

V muzejnim fondu se nalézaji predevsim
notové autografy vétSiny Dvorakovych skla-
deb a jejich prvni vydani tiskem, autorovy
osobni doklady, korespondence, dobové
fotografie a vytvarna dila, ¢ast skladatelo-
vy knihovny a notového archivu, vystfizky
z dobového tisku, dokumenty o provadéni
Dvorakovych skladeb, ¢etné audiovizualni
doklady, diplomy, trofeje i r(izné trojrozmér-
né predméty z Dvorakova majetku.

Pfedmétem zajmu mnoha nasich i za-
hrani¢nich badatell a interpretd byva pre-
devSim tzv. fond Antonin Dvorak, tvoreny
dvéma velkymi celky, zpracovanymi v minu-
losti do dvou samostatnych inventard. Cel-
kem se jedna o vice nez tii tisice sbirkovych

Antonin Dvorak

Fotografie / Photograph,

W. M. Spiess, New York, ca. 1892
NM-CMH 4, S 226/1061
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predmétu, které predstavuji unikatni soubor, vyjimecny svym rozsahem, komplexnosti
a tematickou i ¢asovou koncentrovanosti. Pravé zde jsou uloZeny autografy nejslavnéj-
Sich Dvorakovych skladeb, napf. Symfonie ¢. 9 e moll Z Nového svéta, Slovanskych tan-
cll, opery Rusalka, violoncellového koncertu, Stabat Mater, pishovych cyklt, komornich
a orchestralnich skladeb a mnoha dalSich. S kolekci téchto materiall souvisi také mladsi
nevelky fond notovych a nenotovych autografl (cca 240 kusU), v poslednich letech vy-
znamné obohaceny nékolika jednotlivymi nakupy, dary nebo prevody.

Do stalé expozice muzea s neopakovatelnou atmosférou byly vybrany nékteré z troj-
rozmérnych predmétd, které Dvofak za svého Zivota dostal nebo pouzival, napf. ¢asti
bytového zafrizeni, velky nasténny vyfezavany kFiz, talar z promoce v Cambridge, viola,
klavir, manZety a klobouk, psaci potfeby, bryle, hraci karty, rGzné trofeje, napt. pamétni
pohary, vénce, vyznamenani atd. Jsou vedeny spolu s dalSimi predméty podobného typu
v souboru osobnich dokladi (cca 280 polozek).

Ve fotoarchivu (cca 500 kusU) jsou uchovany snimky rdznych Dvorakovych soucasniki
véetné osobnosti, které vyznamné zasahly do jeho Zivota, a samoziejmé - jako nejcennéjsi
archivalie - nékolik skladatelovych portrétli a fotografii nékterych clenl jeho rodiny. Mnohé
snimky pochazeji z vyhlasenych ateliér(i (Fiedler, Langhans, Mulaé, Spiess ¢i Tietz). Shromaz-
dény tu jsou také fotografie pozdé&jSich domacich i zahraniénich interpret(, skladatell, mist
souvisejicich s Zivotem a dilem Antonina Dvoraka, zabéry z nékterych provedeni jeho oper
atd.

Ikonografické sbirky dopliuje soubor vytvarnych dél (cca 300 polozek), ktery obsa-
huje grafiky, malby, plastiky - busty a navrhy skladatelovych pomnikd, pamétni medaile,
kresby, scénické a kostymni navrhy i uzitou grafiku véetné poStovnich znamek. Zahrnuje
napft. dila Jifiho Anderleho, Hugo Boettingera, Wilhelma Kandlera, Vladimira Kyna, ate-
liéru Machacek, Josefa Maratky, Vincence Morstadta, Emanuela Vaclava Nadherného,
Karla Safare a dalSich umé&lcl od 1. poloviny 19. stoleti do souéasnosti.

Z jiného hlediska dokumentuje Dvorakovo dilo pomérné bohaty fond nototiskd (cca
va vydani skladeb A. Dvoraka v originalnim znéni i Upravach od nakladatelskych firem
Simrock, Novello, FrantiSek A. Urbanek aj. Neustale vzristajici skladatelovu popularitu
dokladaji mnoha novodoba vydani evropskych, americkych ¢i japonskych vydavatelstvi.

Stejné Siroce je zaméren fond, v némz se shromazduji doklady o provozovani Dvora-
kovych skladeb, a to rizné tuzemskeé i zahranicni plakaty, programy, divadelni cedule, po-
zvanky, prospekty a letaky (vice nez 700 kusu). Znéjici podobu Dvorakovych dél mohou ba-
datelé studovat diky sbirce audiovizualnich dokumentd, kterd mimo jiné obsahuje nékolik
vzacnych historickych nahravek a celkem na 750 kusl zvukovych a zvukové-obrazovych
nosicl véeho druhu.

Specializovany fond knihovny (kolem 3000 polozek) zrcadli promény v reflexi Antoni-
na Dvoraka za priblizné poslednich sto let. Obsahuje ¢asopisy a knizni publikace z 19.
stoleti z fondu plvodniho Dvorakova muzea, zaloZeného Spolecnosti Antonina Dvoraka,
i soucasnou doméaci, evropskou a svétovou produkci.
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Nejmladsi soucasti sbirek Muzea Antonina Dvoraka je také mimoradné obsahly fond
Jarmil Burghauser, ziskany koncem devadesatych let 20. stoleti. Tento vyznamny dvo-
fakovsky badatel (1921-1997), mimo jiné autor tematického katalogu Dvorakovych
skladeb, soustfedil mnoho duleZitych souvisejicich dokument(l. Velkou ¢ast fondu tvori
jeho vlastni skladatelska a muzikologicka pozlistalost, obsazeny vSak jsou zde i nejriiz-
né&jsi materialy z pozlistalosti jeho tchana, autora prvni obsahlé Dvorakovy monografie,
ing. Otakara Sourka (korespondence, kritiky, ast knihovny).

HALLOVA, Markéta: Prague the Centre of Dvorak Research, in: Antonin Dvorak 1841-1991. Report of the
International Musicological Congress Dobfi§ 17th-20th September 1991, ed. Milan PospiSil and Marta
Ottlova, Praha 1994, s. 19-28.

® ZAVEREM

Sbirky jednotlivych oddéleni Ceského muzea hudby se navzajem doplfuji a pokud chce
badatel zasadit ,své“ téma do Sirsiho kontextu, ma k tomu v CMH mozZnost prakticky pod
jednou stfechou. Jsme presvédceni, Ze vzajemna informovanost mezi pracovniky muzea,
badateli, studenty a hudbymilovnou verejnosti prospéje muzikologickému vyzkumu stej-
né jako k oZiveni muzejnich prostor a popularizaci ceské hudebni kultury vtom nejlepSim
slova smyslu.
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Antonin Dvorak: Smyccovy kvartet F dur / String Quartet in F major op. 96
Autograf partitury / Autograph score, 1893
NM-CMH 4, S 76/1581
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THE MUSEUM STAFF

o present the Czech Museum of Music (CMM) in its full breadth is no simple task,

but we should like to provide readers with at least some basic information about its
collections-the wealth of which has inspired the origin of this journal. And what better
way to begin than by undertaking, after the model of other guides, a little excursion into
history.

In 2006 the CMM celebrated its thirtieth anniversary, but its roots reach far back into
the nineteenth century. Soon after foundation of the National Museum in 1818, items
added to that institution’s collections began to include some that were associated with
musical culture. Music notation, non-musical written materials pertaining to music, and
graphic art with musical subject matter became part of the National Museum'’s Library.
Assembled in the Historical Archaeology Division were musical instruments, works of
visual art, and other three-dimensional objects. In 1913 a separate Music Notation
Archive was established, administered by the musicologist and composer Emil Axman
who cared for the collection for more than three decades.

Another step leading toward the origin of the Czech Museum of Music was the
establishment of a separate Music Division within the National Museum in 1946. Not long
thereafter, the Music Division found a home in the Grand Prior’s Palace (Velkoprevorsky
palac)in Prague’s Lesser Town (or Lesser Side, in Czech Mala Strana), where an exposition
of musical instruments was opened to the public and an extensive music archive was
depo-sited along with other collections. After Axman’s death the Music Division was admi-
nistered by Alexander Buchner, founder of the museum’s now world-famous collection
of musical instruments. Added to the Music Division’s collections in the 1950s were
materials confiscated by the Communist government from noble familiesand monasteries,
including tens of thousands of items of music notation as well as other documents and
memorabilia.

In 1976 the National Museum’s Music Division was merged with the Bedfich Smetana
Museum and the Antonin Dvorak Museum to form the ‘Museum of Czech Music’-which,
by assembling in its collections documents and memorabilia pertaining to the most
important persons in Czech musical culture, became the leading institution of its kind in
our country. Thus the opportunity arose to integrate materials that had been administered
separately up to that time, and to create collections devoted to the greatest figures in
Czech music. Various smaller units that had been established separately based on the
nature of the collections administered-the music archive (music manuscripts, music
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prints, and iconography), the musical instruments department, and the library including
recordings-were now united in a larger whole. This arrangement continued until 1992,
when a fundamental reorganisation created a new structure.

Since 2001 the museum has been operating under a new title: the Czech Museum
of Music (CMM). Presently it has four components, namely the Music History Division,
the Musical Instruments Division including a special unit called the State Collection of
Musical Instruments, the Bedfich Smetana Museum, and the Antonin Dvorak Museum.
Administered by the various divisions are also special memorials in separate locations
devoted to Jaroslav Jezek (on Kaprova Street in Prague), to Bedfich Smetana (in Jabkenice),
to Antonin Dvorak (in Nelahozeves), and to Josef Suk (in KfeCovice). In addition, items
from the CMM’s collections form the main component of expositions administered by
partner organisations: the Memorial to W.A. Mozart and the DuSeks at Bertramka, the
permanent exposition of keyboard instruments at the castle of Litomysl, the Exposition
of Mechanical Musical Instruments in Horovice, the Vranicky Brothers Memorial in Nova
RiSe, and the BedFich Smetana Memorial at Lamberk in the village of Obfistvi.

In 2003 the CMM'’s central office, along with its Music History Division and
Musical Instruments Division, moved to a newly-remodelled and refurbished building
on Karmelitska Street in the Lesser Town, where the following year a new permanent
exposition of musical instruments was opened under the title Man-Instrument-Music.
The building’s ground floor also has space for temporary exhibitions devoted to particular
topics, and its atrium is used for concerts and social events. This year a new concert hall
was opened in the premises.

The fundamental component of the CMM’s activities is formation of collections,
i.e. acquisition and cataloguing of collection items and care for them. In recent years,
especially since the floods that afflicted the museum in 2002, greater attention has
been paid to systematic restoration and digitalisation of the collections. In addition,
the museum’s employees engage in research and present their findings in scholarly
publications. Many of them also teach and/or prepare exhibitions.

AXMAN, Emil: ‘Hudebni oddéleni Narodniho muzea’ (The Music Division of the National Museum), in Narodni
muzeum 1818-1948 (The National Museum, 1818-1948), Prague, 1949.

BUCHNER, Alexander: Priivodce sbirkami hudebniho oddéleni Narodniho muzea (A Guide to the Collections of
the National Museum Music Division), Prague, 1954.

Muzeum Ceské hudby, historie a sbirky. Privodce (The History and Collections of the Museum of Czech
Music: A Guide), Prague: Narodni muzeum (National Museum), 1999.

PULKERT, Oldfich: ‘The Musical Department of the National Museum in Prague’, Fontes Artis Musicae, No. 2,
1955, pp. 112-17.

Musicalia 1-2 / 2009 W 27



The Museum Staff

Structure of the Czech Museum of Music

Name of Division

Collection

Number of collection items
inventoried systematically
as of 1 Jan. 2008

(Central Inventory

of Collections,

Ministry of Culture

of the Czech Republic)

Number

of acquisition
numbers inventoried
chronologically

as of 1 Jan. 2008
(Central Inventory

of Collections,
Ministry of Culture
of the Czech Republic)

seum (CMM 4)

Music History Music Notation 97,094
Division (CMM 1) Archive

Collections from Estates | 35,030

Non-Musical Written 12,959

Materials

Iconography 18,595

Music Library 4,531"

Press Documentation 5,090

Recordings Library 34,336

Not classified 7

Total CMM 1 207,642 2,299
Musical Instruments 2,596 15
Division (CMM 2)
Bedfich Smetana 33,233 1,462
Museum (CMM 3)
Antonin Dvorak Mu- 8,560 4,037

* In the collections section of the library only. The CMM also has a large scholarly reference library
comprising ca. 20,000 volumes.
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I. THE MUSIC HISTORY DIVISION

® 1. THE MUSIC NOTATION ARCHIVE

The size and importance of the CMM’s Music Notation Archive make it one of the most
valuable and remarkable collections in the Czech Republic, comparable with major
music collections elsewhere in Europe. The collection contains music manuscripts
and prints from the early fifteenth century to the present, with the largest number of
items dating to the period from the mid-eighteenth through the nineteenth centuries.
Apart from materials owned by the museum, it also has on permanent deposit valuable
individual items as well as more extensive units such as monastery collections-of the
Premonstratensians at Strahov in Prague, as well as of the Benedictines in Prague’s
Brevnov district and in Broumov.

Not surprisingly, among the nearly one hundred thousand items in the collection we
find a wide variety of genres. The oldest items of music notation-from the Middle Ages,
the Renaissance, and the Baroque-consist mainly of sacred liturgical and non-liturgical
music including cantionals. Secular music and tablatures are represented to a smaller
degree. Categories represented are broader in works from the Classical period and later,
where we find not only ‘serious art music’ (piano pieces, chamber music, orchestral
works, songs, choruses, operas, melodramas, masses and other sacred works, music
for ballets and films, etc.) but to a lesser degree also ‘popular music’ dating to the period
from the eighteenth century to the present (dances, popular songs including cabaret
songs, etc.). Folk music is found only to a minimal extent.

From the standpoint of various groups of collection items, the Music Notation Archive
comprises individual items, the ‘AZ’ collection (the oldest manuscripts and prints),
collections formed by systematic acquisitions (e.g. the originally-private collections of
Jaroslav Celeda, Josef Cermék, Alois Hnili¢ka, Eduard Emanuel Homolka, Ondfej Hornik,
Otakar Nickerle, Jan Pohl, Emilan Trolda, and Roman Vesely), music notation portions of
estates (e.g. of Josef Srb-Debrnov, Frantiek Skroup, and Vaclav Jan Toméasek), collections
of institutions such as the Arts Society (Umélecka beseda) in Prague, a collection of
musical autographs ofimportant composers such as Ludwigvan Beethoven, Leo$ Janacek,
Bohuslav Martin(i, Nicolo Paganini, and Giuseppe Verdi, prints from various musical
publishers, and items confiscated from collections at stately homes and monasteries. In
the case of the confiscated items, which the National Museum acquired in the 1950s,
today the CMM accommodates the original owners as much as possible and respects
their wishes regarding continued deposition and cataloguing of the collections.

Among unique items we can count all the autographs and frequently also period
manuscript copies of compositions. Some of them have exceptional value, such as the
autograph of FrantiSek Skroup’s music for the play Fidlovacka (The Spring Fair) with the
song ‘Where Is My Homeland’ (Kde domov m{j), which later became the Czech national
anthem. Also valuable are e.g. notations of works by Renaissance composers from the
Czech lands (such as Krystof Harant) and elsewhere (contained e.g. in the ‘Kutna Hora’s
Codex’), as well as lute and organ tablatures, a collection of pieces for viola d'amour, sets
of pieces for basset horn, and a set of works by Czech teacher-composers from the period
around 1800. Richly represented are piano literature from the late eighteenth century
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and music by composers of Czech origin published abroad during the same period as
well as early in the nineteenth century.

In the catalogue of the Music Notation Archive we find the names of perhaps all
well-known composers, with emphasis on those from the Czech lands including
Smetana and Dvorak (to whom special divisions are devoted within the CMM), as well
as those whose extensive collections are catalogued in special inventories. Emphasis
is placed on Czech composers from the eighteenth and nineteenth centuries. Period
manuscript copies of works by Haydn, Mozart, Beethoven, and many other composers
from abroad attest to their popularity and frequent performance in the Czech lands.
In its documentation of music from the twentieth century the archive specializes even
more in the Czech environment, e.g. with works by Pavel Borkovec, Josef Bohuslav
Foerster, Otakar Ostrcil, Ladislav Vycpalek, Rudolf Karel, and composers of the post-war
generation.

Although the National Museum acquired its first items of music notation as early as
1818, the archive of these materials was not separated from the Library of the National
Museum until 1946, when it became the most important part of the newly-established
Music Division. Today the Music Notation Archive is still growing through acquisition of
individual items and of collection units other than estate collections. The card catalogues
of music in the Music History Division have been made accessible to the public at http://
nris.nkp.cz.

FOJTIKOVA, Jana: ‘Museum der tschechischen Musik-Archiv’, in Handbuch deutscher historischer
Buchbesténde in Europa, Bd. |. 2, Prague-Hildesheim, 2000, pp. 59-64.

FOJTIKOVA, Jana: ‘Die altesten Quellen der Werke Beethovens in der Tschechischen Republik’, in Miscellanea
musicologica XXXVIII, Prague: Univerzita Karlova v Praze (Charles University in Prague), 2006, pp. 9-105.

KABELKOVA, Markéta: ‘Hudebni archiv a kapela hrabéte Jana Josefa Filipa Pachty’ (The Musical Archive and
Ensemble of Count Jan Josef Filip Pachta), Hudebni véda (Musicology) XXVIII (1991), No. 4, pp. 329-33.

KABELKOVA, Markéta: ‘Poziistalost po Emilianu Troldovi’ (The Estate of Emilian Trolda), Hudebni véda XXXVII
(2000), Nos. 3-4, pp. 186-206.

MIKULAS, Jifi: ‘Trolda & Motejlek’, Hudebni véda XXXVII (2000), Nos. 3-4, pp. 231-38.

Soupis sbirek hudebniho archivu Muzea ¢eské hudby (An Inventory of the Music Notation Archive of the
Museum of Czech Music) (CHADOVA, Anna - JIRACKOVA, Ludmila - POSTOLKA, Milan - RUTOVA, Milada
- VALSUBOVA, Alena) (typescript), Prague: Narodni muzeum - Muzeum &eské hudby (National Museum -
Museum of Czech Music), 1980.

RUTOVA, Milada: ‘Valdstejnska hudebni sbirka v Doksech’ (The Waldstein Music Collection in Doksy),
in Sbornik Narodniho muzea v Praze (Compendium of the National Museum in Prague), Series A, Vol. 28,
No. 5, Prague: Narodni muzeum, 1974, pp. 173-227.

® 2. COLLECTIONS FROM ESTATES

Until the mid-1970s it was customary to categorize items received from estates according
to type of material and deposit them separately in the appropriate collections (music
notation in the Music Notation Archive, photographs in the Iconography Collection,
recordings in the Recordings Library, etc.). Since that time materials from estates have
been catalogued as units including music notation. They often document not only
a composer’s output of musical works but also the writers’ opinions on performance
and many other aspects of their public and private life. The inventories, which present
all materials held by the museum pertaining to the given person in a clear format with
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Josef Suk: Zrani / Ripening
Autograf partitury / Autograph score, 1917
NM-CMH 1, S 184/730
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systematic arrangement, provide the researcher with comprehensive information.* The
method of preparing these inventories has developed over the course of the past thirty
years and includes improvements utilizing computer technology.

The collections from estates mainly include extensive units pertaining to interesting
figures in Czech musical culture of the nineteenth and twentieth centuries, apart from
two key composers in Czech music history to whom separate divisions of the CMM are
devoted-Bedrich Smetana and Antonin Dvorak.

Among the most important figures represented in the collections from estates are the
composers Emil Axman, Karel Bendl, Pavel Borkovec, Zdenék Fibich, Lubos Fiser, Josef
B. Foerster, Alois Haba, Otakar Jeremias, Jaroslav Jezek, Karel Boleslav Jirak, Miloslav
Kabelac, Jaroslav Kricka, Vitézslav Novak, Jan Rychlik, Ervin Schulhoff, Jifi Srnka, Josef
Suk, Vaclav Trojan, and Zbynék Vostrak; the conductor-composers Rudolf A. Dvorsky,
Julius Fucik, Karel Kovarovic, Jaroslav Krombholc, Oskar Nedbal, and performers
Ladislav Cerny (of the Prague Quartet), Nora Grumlikova, Karel Hoffmann, Otakar Holl-
mann, Jan Kubelik, members of the Prague Wind Quintet, Miroslav Venhoda, and Hanus
Wihan. Of musicologists we might mention e.g. Mirko Oc¢adlik, Milan PoStolka, Bohuslav
Sich, and Emilian Trolda.

Materials from the estates of composers came to the National Museum starting in
the 1870s mainly in the form of gifts and bequests, then later also through purchases.
Examples are materials of Vaclav Jan TomasSek (1874), Jakub Jan Ryba (1921), and
Frantisek Skroup (1921), which represented the first extensive and important acquisitions
for the museum’s music collections. In 1946 these materials along with others were
placed under administration of the museum’s newly-established Music Division.
Interesting acquisitions for the Music History Division came from the collections of the
Bedrich Smetana Museum and the Antonin Dvorak Museum through removal of items
not pertaining directly to those composers (e.g. collections from the estates of Boleslav
Schnabel-Kalensky and FrantiSek A. Urbanek). Although the purchase and often also the
subsequent cataloguing of collections from estates is not an easy matter, it is the aim of
the CMM to continue expanding this category in its holdings.

FOJTIKOVA, Jana: ‘Processing the collection of estates at the Museum of Czech Music’, Hudebni véda XXX
(1993), No. 4, pp. 400-01.

® 3. NON-MUSICAL WRITTEN MATERIALS

In addition to musical works, written materials other than music notation are also important
for our understanding of music-above all correspondence of composers, performers, and
institutions. The rich and diverse collection of such materials held by the Czech Museum of
Musicincludes letters, postcards, calling cards, typescripts, telegrams, personal documents,

1) Collections from the following estates (in alphabetical order) have been catalogued in the form of invento-
ries: the Archive of Compositions by Music Teachers in the Czech Lands During the Eighteenth Century (Karel
Motejlek), Emil Axman, FrantiSek Barto$, Ladislav Cerny (the Prague Quartet), Radim Drejsl, Antonin Dvorak,
Zdenék Fibich, Zdenék Folprecht, Julius Fucik, Karel Hoffmann, Otakar Hollmann, Jaroslav Jezek, Karel Bole-
slav Jirak, Karel Kovarovic, Jaroslav Kficka, René Kubinsky, Jan Miroslav Kvét, Antonin Modr, Oskar Nedbal,
Vitézslav Novak, Mirko Ocadlik, Bohumir Petr, Prazsky dechovy kvintet (The Prague Wind Quintet), Jan Rychlik,
Ervin Schulhoff, Bedfich Smetana, Jifi Srnka (deposited in but not owned by the museum), Josef Suk, Emilian
Trolda, Jaroslav Vogel, Lenka VojtiSkova, and Hanu$ Wihan.

32 W Musicalia 1-2 / 2009



The Czech Museum of Music and its Collections

bills, contracts with publishers, diplomas, inscriptions in aloums, the albums themselves,
hand-written commentary, and writings of musicologists and journalists. Apart from purely
personal communications, they contain comments on the genesis, performance, and
reception of works and on concert life. Some musicological studies summarise results of
extensive research that in many cases have never been published.

The time period of the items ranges from the eighteenth century to the present
day; most numerous are those from the second half of the nineteenth century and the
twentieth century. Acquisitions of written correspondence have now more-or-less ceased,
because as forms of communication among people change, written correspondence on
paper is disappearing in favour of more rapid electronic media.

The collection includes relatively voluminous correspondence of composers,
performers, publishers, and institutions, predominantly Czech. Sizable sets of letters
found here are e.g. those of Ema Destinnova, Josef Bohuslav Foerster, Leos Janacek,
Jaroslav Kficka, Bohuslav Martind, Otakar Ostréil, Ladislav Vycpalek, and the publishers
FrantiSek A. Urbanek and Mojmir Urbanek. There are also individual letters of earlier
Czech composers such as Jifi Antonin Benda, Vilém Blodek, Jan Ladislav Dusik, Vojtéch
Jirovec, Leopold KozZeluh, Antonin Rejcha, and Jakub Jan Ryba, and of more recent
composers such as Pavel Borkovec, Emil FrantiSek Burian, Miroslav Kabela¢, Ervin
Schulhoff, Klement Slavicky, and Vaclav Trojan. Less numerous, but often very important
for the information they contain, are letters of foreign composers such as Béla Bartok,
Hector Berlioz, Johannes Brahms, Anton Bruckner, Charles Gounod, Edvard Grieg, Paul
Hindemith, Franz Liszt, Gustav Mahler, Felix Mendelssohn-Bartholdy, Giacomo Meyerbeer,
Serge Rachmaninoff, Max Reger, Nikolay Andreyevich Rimsky-Korsakov, Gioacchino
Rossini, Camille Saint-Saéns, Arnold Schdnberg, Robert Schumann, Jean Sibelius, Richard
Strauss, Pyotr Ilyich Tchaikovsky, and Richard Wagner. Also very informative are letters
of conductors (e.g. Karel Ancerl, Vaclav Kapral, FrantiSek Kmoch, Jaroslav Krombholc,
Rafael Kubelik, Bernardo Molinari, Oskar Nedbal, Arthur Nikisch, Vaclav Smetacek, and
Vaclav Talich), performers (Karel Burian, Pablo Casals, Josefina Duskova, Rudolf Firkusny,
Karel Hoffmann, Karel Hoffmeister, Jan Kubelik, Ferdinand Laub, FrantiSek Ondficek,
Nicolo Paganini, Otakar Sev&ik, and Vaclav Stépan), and various musical and scholarly
institutions.

Written materials acquired before establishment of the National Museum’s separate
Music Division have remained in the collections of the manuscript division and literary
archive of the Library of the National Museum. Thus the CMM’s collection of Non-Musical
Written Materials began to be built only in the 1950s. Gradually, some of the materials
have been transferred into collections pertaining to particular persons such as Fibich,
Novak, Suk, and Schulhoff, so that all items of memorabilia pertaining to their lives and
work deposited in the CMM can be assembled together.

FOJTIKOVA, Jana: ‘Stav fondu korespondence ve sbirkach Muzea &eské hudby’ (The State of the
Correspondence Collection at the Museum of Czech Music), in Kritické edice hudebnich pamatek lll,
Korespondence jako muzikologicky pramen a problém (Critical Editions of Musical Documents Ill: Issues
Related to Correspondence as a Musicological Source), Olomouc: Univerzita Palackého
(Palacky University), 1999, pp. 25-29.

FREI, Jan: ‘Korespondence K. B. Jirdka uloZena v Muzeu ¢eské hudby’ (Correspondence of K.B. Jirak
in the Museum of Czech Music), Hudebni véda XXXVII (2000), pp. 335-45.

POSTOLKA, Milan: ‘Musikerbriefe in der Musikabteilung des Nationalmuseums in Prag’, in Beitrége zur
Musikdokumentation. Franz Grasberger zum 60. Geburtstag, Tutzing, 1975, pp. 363-90.
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® 4. THE ICONOGRAPHY COLLECTION

The Iconography Collection of the Czech Museum of Music is the largest collection of its
kind in the Czech Republic in terms of volume, focus, and time period covered. It is divided
into iconography proper, photographic negatives, and personal memorabilia. The items
of iconography proper include photographs, graphic art, paintings, drawings, sculpture,
posters, and postage stamps. Classified with the negatives are original historical negatives
as well as slides and an extensive documentary section pertaining to the CMM’s musical
instruments collection and to some musical autographs, as well as documentation of
some items of memorabilia that have been lost. The personal memorabilia include
diplomas, medals, objects given as tokens of recognition, personal effects, furniture,
and other three-dimensional objects relating to musicians and institutions.

The oldest iconographic materials in the CMM date back to the sixteenth century and,
together with seventeenth and eighteenth-century paintings, represent the most unique
items in the museum’s collections. Musical life in the eighteenth century is documented
via a large set of paintings and works of graphic art: we find here not only portraits of
Wolfgang Amadeus Mozart but also other items relating to his Prague stays. Most of the
collection is focused on the period roughly from 1850 to 1950. In recent years increased
attention has been paid to documentation of concert life, including not only classical
music but other genres as well.

Although portraits of composers and performers predominate in the collection, an
important portion thereof consists of depictions of musical instruments, concerts, and
places important for music history, and documentation of historical collections. Among
the many important visual artists represented in the collection are Lucas van Leyden,
the copper engraver Johann Sadeler the elder, the graphic artists Jan Berka and Joseph
Kriehuber, photographers FrantiSek Drtikol, Jindfich Eckert, Jan Langhans, Jan Mulag,
and Jan Vanék, and painters FrantiSek Bilek, Hugo Boettinger, Vaclav Brozik, Adolf
Hoffmeister, FrantiSek Muzika, and FrantiSek Zeniek.

Another important unit is the set of photographs, which is important not only for music
but as a valuable collection of historical photography. Its core comprises photographs of
European provenance, especially from the Czech lands, taken between the 1870s and
the First World War. Using early photographic techniques in their studios, the founders
of Czech photography created a gallery of portraits of Czech musicians as well as foreign
musicians who appeared in Prague, but the collection also includes numerous examples
of the work of studios abroad. These photographs, together with annotations on them,
provide a pictorial history of concert life in the Czech lands as well as testimony to the
domestic and foreign contacts of Czech musicians. Remarkable are items pertaining
to the activities of many Czech singing societies in the second half of the nineteenth
century, the Silvestr Hipman collection, and photographs taken by amateurs.

The CMM'’s Iconography Collection originated simultaneously with the Music Division
of the National Museum in 1946, but some items had been collected ever since the
foundation of the National Museum early in the nineteenth century, in its Historical
Archaeology Division (paintings, sculpture, etc.) and in the Library of the National
Museum (graphic art), from which they were separated after the establishment of the
Music Division. Additional items were acquired by the museum as parts of special
collection units, in some cases from estates, and through its own acquisitions activities.
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In the 1950s Alexander Buchner established the professional basis for the collection.
Today the CMM coordinates its work with RIdIM (Répertoire International d “lconographie
Musicale) in the Czech Repubilic.

PAULOVA, Eva: ‘Pamétky hudebni ikonografie v hudebni historiografii a jejich dokumenta&ni zpracovani’
(Music Iconography in Music Historiography and Its Documentary Cataloguing), in Ikonografika
v hudobnej historiografii, Seminar o hudobnej ikonografii - pramene, metodoldgia, perspektivy
(@ compendium of studies), Martin: Slovenska narodna skupina IAML (Slovak National Group of the
International Association of Music Libraries), 1998, pp. 4-10.

® 5. THE MUSIC LIBRARY

Another component of the CMM’s Music History Division is the Music Library, which
was conceived from its beginning as a specialised collection-building library and at the
same time as a library for regular use by musicians and music scholars. This double
purpose has been retained to the present day. The first books pertaining to music came
to the Library of the National Museum already during the nineteenth century, mainly in
the form of gifts and various bequests. However, systematic attention was not devoted
to items pertaining to music until the arrival of Emil Axman on the museum’s staff in
1913. A fundamental change came in 1946 with establishment of the museum’s Music
Division, to which the Music Library was transferred.

One can distinguish four basic types of materials: books, musical periodicals including
bulletins and reports, old prints, and librettos. The oldest items in the Music Library come
from the first half of the sixteenth century, and the most recent from the present day.

Dominating the collection is professional musicological literature focused on
European and especially Czech issues in music history. Also represented are general
literature on music, often in foreign languages, studies of musical instruments and
individual composers including thematic catalogues of their works, catalogues of other
music collections, and lexicons and various books devoted to general history and literary
scholarship. Most valuable are old publications on music coming from the period between
1500 and 1850, some of them unique. These old prints, as well as a set of several
thousand librettos dating back as far as the late 17th century and extending into the
twentieth century, came to the museum mostly as parts of music collections confiscated
from monasteries and noble families in the 1950s.

From the standpoint of provenance, one can identify several large units in the Music
Library, for example the libraries of Richard Vesely, Emilian Trolda, and Ondfej Hornik, and
volumes from the libraries of the Cistercian monastery in Osek and the Royal Canonry
of the Premonstratensians at Strahov. The CMM administers the last of these units as
a collection on permanent deposit.

Today’'s Music Library of the CMM’s Music History Division acquires new titles
whenever appropriate opportunities arise. It has remained connected with the Library of
the National Museum in that all its new acquisitions are first registered and catalogued
there, and only then do they receive inventory numbers in the CMM where they are further
catalogued and described professionally.
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MAYROVA, Katefina: ‘Hudebni knihovna Hudebnéhistorického oddéleni Muzea Seské hudby v Praze, jeji
formovani a zakladni profil’ (The Music Library of the Music History Division of the Museum of Czech
Music in Prague: Its Formation and Basic Profile), in Acta Musei Moraviae - Scientiae sociales, Vol. LXXXV,
Brno 2000, pp. 195-221.

POSTOLKA, Milan: ‘Libreta strahovské hudebni sbirky’ (Librettos in the Strahov Music Collection),
in Miscellanea musicologica XXV-XXVI, Prague: Univerzita Karlova v Praze, 1974, pp. 79-149.

® 6. PRESS DOCUMENTATION
Music is one of those types of art that require interaction between the work, a performer,
and a listener for full realisation. Besides sound recordings, this aspect of music is also
documented by press materials, i.e. theatrical playbills and concert announcements,
programs, various brochures, invitations, flyers for musical events, posters, newspaper
articles, and other materials of a similar nature. Views on the importance of such sources
have been various and have developed over the course of time, leading from their
unsystematic preservation to today’s carefully-considered archiving.

The collection of press documents held by the Czech Museum of Music covers the
period from the mid-eighteenth century and the present, focusing primarily on concert
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life and the activities of music societies in Bohemia and Moravia. About 85% of the
items pertain to events in Prague. However, the collection also includes responses to
performances by Czech artists abroad and reviews of premieres of Czech compositions
in other countries, sources concerning performance of music in Slovakia in the twentieth
century, and activities of minorities: Germans living in Prague and Czechs living in
Vienna.

The collection is divided according to location and according to genres (choral
concerts, orchestral concerts, recitals, etc.). Programs of important musical institutions,
societies, and schools are also categorised separately and listed as special units-for
example the Cecilia Society (Cacilien-Verein) and Prague’s conservatory. Also found in
the collection is a wealth of information about Czech and foreign composers and their
works as well as performers-two roles that in some cases merge as for instance with
Hector Berlioz, Antonin Dvorak, Gustav Mahler, Arnold Schénberg, Bedfich Smetana,
Josef Suk, and Richard Wagner. We can acquaint ourselves with concert programs of
virtuosos of Czech origin such as the Czech Quartet, Ema Destinnova, Jan Hefman, Jan
Kubelik, Oskar Nedbal, FrantiSek Ondficek, and Josef Slavik, as well as practically all
other world-renowned performers. Special attention is devoted to the Czech Philharmonic
and concerts of the Prague Spring International Music Festival. Press documentation
provides much interesting information on the development of professional concert life,
on the popularity of particular musical works, and on changes in aesthetic ideals in
society.

Among unique items in the collection we may count e.g. theatrical playbills and posters
for concerts in the late eighteenth century, which document performances of Mozart operas
and public appearances by important artists of the time such as Josefina Duskova, Vincenc
Masek and his wife, and Johann N. Hummel.

The National Museum acquired its collection of press documents gradually, at
first as portions of the estates of various important cultural figures and performers
such as lJindfich Hybler and Norbert Kubat, then via gifts and from confiscated
collections of monasteries and noble families (above all from the Royal Canonry of the
Premonstratensians at Strahov and the Chotek family archive from the stately home of
Kacina) as well as through purchase. Systematic cataloguing of these materials, however,
did not begin until 1987 in the CMM’s Music Library. Administration of press documents
was later taken over by the Music History Division. In 1994 a new acquisitions program
was approved, restricted to collection of press documents from selected institutions,
records of the activities of important concert agencies, and documentation of isolated
performances by internationally-renowned solo performers, operatic stars, top-quality
chamber ensembles, world-renowned orchestras, and phenomenal young talents.

MAYROVA, Katefina: ‘Cinnost hudebnich spolkt a sdruZeni z 19. a 1. poloviny 20. stoleti, jak je dokumentovana
ve sbirkovém fondu tiskové dokumentace Ceského muzea hudby, s akcentaci na hudebni aktivitu tzv. Cecilské
jednoty v Praze’ (The Activity of Music Societies in the Nineteenth and Early Twentieth Centuries as Reflected
in the Press Documentation Collection of the Czech Museum of Music, with Emphasis on Musical Activities of
the ‘Cecilia Society’ in Prague), in Sbornik Miscellanea z vyrocnich konferenci 2001 aZ 2005 (Compendium
Miscellanea from Annual Conferences Held 2001-05), Prague: Ceské spolecnost pro hudebni védu (Czech
Society for Musicology), pp. 144-83.
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® 7. THE RECORDINGS LIBRARY

The Recordings Library of the Czech Museum of Music archives sound recordings made
on all types of media, from the oldest phonograph cylinders through various atypical
phonograph media, standard phonograph discs, magnetic tapes, and audio- and
videocassettes, to modern digital media such as compact discs, DAT cassettes, and
DVDs. An important aspect of the work of the Recordings Library is preservation and
study of the relation of these recordings, especially historical recordings, to their original
media. The library also archives documentary materials related to its sound recordings,
such as covers, booklets, and various additional printed materials. Special emphasis is
placed on catalogues from recording firms.

We find all types of recordings here, about 96% being recordings of music and the
remainder recordings of the spoken word. Represented are recordings from all major
central European firms with special emphasis on those from the Czech Republic and
the former Czechoslovakia. Examples are Columbia, His Master’s Voice, Esta, Ultraphon,
Supraphon, Opus, and Panton. The oldest recordings come from ca. 1900.

The largest portion of the CMM’s Recordings Library consists of standard phonograph
discs. The basis of this collection originated by transfer of part of the extensive phonograph
archive of Czechoslovak Radio in the 1960s. A large unit comprises long-playing discs,
acquired gradually from the 1960s into the 1990s in the form of ‘obligatory copies’
intended for purposes of archiving, sent regularly by the leading domestic recording firms
Supraphon, Opus, and Panton as samples of their products.

Apart from releases by recording firms in their regular series, the CMM’s Recordings
Library also contains unique non-commercial sound documents captured in diverse
amateur as well as professional forms. These include e.g. items acquired from the
estates of the composers Alois Haba, Josef Bohuslav Foerster, and Zbynék Vostrak,
studio phonograph recordings from the archive of the Voice of America radio station
(wartime and post-war radio programs of Voskovec and Werich), and an extensive archive
of recordings from the Union of Czech Composers and Concert Artists documenting
Prague concerts in the second half of the twentieth century that presented new works.
An example of a valuable recent acquisition is the complete sound archive of the Society
for Electronic Music, representing both Czech and foreign original electronic works
recorded on the most modern digital media and richly supplemented by relevant textual
and graphic documentation.

The CMM'’s Recordings Library began to develop independently in association with
the origin of the National Museum’s Music Division in 1946, when the collection of
phonograph cylinders and standard phonograph discs was detached from the Library
of the National Museum. Delivery of obligatory copies of current phonograph recordings
contributed to expansion of the collection. At the presenttime itis being augmented mainly
through gifts and occasionally other types of acquisitions, primarily from individuals. An
inseparable part of the CMM’s Recordings Library is its sound studio, whose equipment
allows quality reproduction of all types of archived sound recordings. This reproduction
equipment (analogue players, phonographs, and magnetic tape players) is interconnected
with a digital transfer and computer system that allows digitalisation of any analogue
recording and its subsequent transfer to modern media.
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II. THE MUSICAL INSTRUMENTS DIVISION

The collection of musical instruments held by the Czech Museum of Music, consisting of
historical instruments made in Europe including folk instruments, is not only unique in the
Czech Republic: it is one of the most precious collections anywhere in Europe. In addition
to its own historical collection, the CMM has on deposit the State Musical Instrument
Collection, containing specially designated top-quality stringed instruments that renowned
Czech artists or talented young performers can borrow for solo or chamber concert
performances.

In all, the collection comprises ca. 2,800 musical instruments including items on
deposit that are not owned by the CMM. The oldest come from the first half of the
sixteenth century and are among the most valuable preserved instruments anywhere
because they survive only in very small numbers in museums throughout the world. The
most recent instruments were manufactured in the twentieth century, and in several
cases also constitute specimens unique in Europe.

The historical collection contains all types of musical instruments used in central
Europe: bowed and plucked stringed instruments, stringed keyboard instruments,
woodwinds, brass, polyphonic wind instruments, percussion, electronic instruments, and
mechanical instruments.

Among the most important makers of instruments represented in the CMM'’s collection
are violin makers Nicolo Amati, Antonio Stradivari, and Giuseppe Guarneri del Gesu from
Italy as well as Tomas Edlinger, Jan Oldfich Eberle, Jan Jifi Hellmer, Tomas Ondrej Hulinsky,
the Homolka family, Karel B. Dvorak, Pfemys| Otakar Spidlen, and Karel Vavra from Prague.
Builders of stringed keyboard instruments are represented by Johann Baumgartner, Johann
Jacob Seydel, Michael Weiss, Jan Nepomucky Balley, Alois Hugo Lhota, Antonin Petrof,
Johann Baptist Streicher, and August Forster. Organ builders include e.g. Leopold Spiegel,
makers of plucked instruments Martin Bruner and Ondfej Ott, harp makers Alois Cervenka
and Sébastien Erard, and makers of woodwind instruments Jorg Wier, Peter Bressan,
Johann Cornelius, E. Sattler, Frantisek Dolejs, Josef Sediva, and VAclav Frantisek Cerveny.
The collection also includes mechanical musical instruments by Frantisek Rebicek and
accordions by Josef Kebrdle.

Indisputably unique items in the collection include e.g. a contrabass crumhorn by Jorg
Wier from the sixteenth-century Rozmberk Court Ensemble, a violin by Nicolo Amati, and
among more recent instruments a quartertone piano made at the instigation of Alois
Haba by the August Forster firm. Preserved in the Musical Instruments Division are very
important display items that make the collection exceptional in Europe, for instance all
the instruments of the Rozmberk Court Ensemble (windcap shawms and a crumhorn), the
‘Rozmberk bass’ (a contrabass viola da gamba), an Italian virginal, a viola by A. and H. Amati
(Cremona, 1592), a viola d’amour by Jan Oldfich Eberle, a viola da gamba by Joseph Paul
Christa, instruments by Tomas Ondrej Hulinsky, a lute by Martin Bruner, harps, a curtal,
collections of bagpipes and basset horns, and instruments by Josef Sediva and Vaclav
FrantiSek Cerveny. We also find several curiosities in the museum’s collection: a baryton,
an arpeggione, Sediphones, a serpent, a chromatic harp, and a glass harmonica-which,
although they did not represent historically-important trends in the building of musical
instruments, offered interesting enrichments of sound in their time.
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The history of the musical instruments collection goes back to the nineteenth century.
From the foundation of the National Museum until 1946 instruments were acquired by
chance in its Historical Archaeology Division as gifts and bequests from private collectors.
After establishment of the separate Music Division, the instruments were gradually
transferred there. Then from 1948 to 1962 the collection was built by the leading Czech
music instrument specialist, Alexander Buchner, head of the National Museum’s Music
Division. During his term many important items were acquired, e.g. the remarkable
collection of Karel B. Dvorak comprising more than one hundred items.

In 1954 the first representative permanent exposition of musical instruments was
opened in the Grand Prior’'s Palace in Prague’s Lesser Town. The present exposition,
Man-Instrument-Music, was opened in the remodelled and refurbished building on
Karmelitska Street in 2004.

BUCHNER, Alexander: ‘Zaniklé dfevéné dechové nastroje 16. stoleti’ (Extinct Woodwind Instruments of the
Sixteenth Century), in Sbornik Narodniho muzea v Praze (Compendium of the National Museum in
Prague), Series A, Vol. VII, No. 2, Prague: Narodni muzeum, 1952.

BUCHNER, Alexander: ‘Hudebni sbirka Emiliana Troldy’ (The Music Collection of Emilian Trolda), in Sbornik
Narodniho muzea v Praze, Series A, No. 1, Prague: Narodni muzeum, 1954.

BUCHNER, Alexander: Priivodce sbirkami hudebniho oddéleni (A Guide to the Collections of the Music
Division), Prague: Narodni muzeum, 1954.

BUCHNER, Alexander: ‘Ceské automatofony’ (Czech Automatophones), in Sbornik Narodniho muzea v Praze,
Series A, Vol. XI, Nos. 2-3, Prague: Narodni muzeum, 1957.

CIZEK, Bohuslav: 300 let s klavirem. Studie a privodce k vystavé v Nérodnim muzeu (Three Hundred Years
with the Piano: A Study and Guide to the Exhibition in the National Museum), Prague: Narodni muzeum -
Muzeum ceské hudby, 1999.

CIZEK, Bohuslav: Hudebni néstroje evropské hudebni kultury (Musical Instruments in European Music
Culture), Prague: Aventinum, 2004.

KELLER, Jindfich: ‘PistéInici a trubadi. Pojednani o vyrobé dechovych hudebnich nastroji v Cechach pred
rokem 1800’ (Pipers and Trumpeters: The Making of Wind Instruments in the Czech Lands before 1800),
in Sbornik Narodniho muzea v Praze, Series A, Vol. XXIX, Nos. 4-5, Prague: Narodni muzeum, 1975,
pp. 161-243.

KUNZ, Ludvik - STAINOCHR, Vitézslav: ‘Nastroje lidové hudby ve sbirkach prazskych muzei’ (Instruments Use
in Folk Music in the Collections of Prague Museums), in Sbornik Narodniho muzea v Praze, Series A,
Vol. XLI, Nos. 2-4, Prague: Narodni muzeum, 1987, pp. 73-172.

Ninéra s fezbou Zvéstovani /
Hurdy-gurdy with carving

of The Annuncation

Neznamy autor, Cechy, 18. stoleti /
Anonymous, Bohemia, 18th century
NM-CMH 2, E 745
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The remaining two divisions of the CMM
are focused on particular composers:
Bedrich Smetana (1824-84)

and Antonin Dvorak (1841-1904).

I1l. THE COLLECTIONS
OF THE BEDRICH SMETANA MUSEUM

The Bedfich Smetana Museum was founded in 1926 by the Society for the Erection of
a Monument to Bedfich Smetana. Over the eighty years of its existence, the museum
has assembled tens of thousands of items that document this great Czech composer’s
life and work. The Society began collecting these documents and other memorabilia
systematically in connection with a major exhibition on Smetana mounted in Prague
in 1917. Thus the museum already had a rather extensive collection at the time of its
establishment.

Comprising the core of the collections are items from Smetana’s estate purchased
from his family by the Czechoslovak government in 1928 and given to the museum
between 1929 and 1932. A set of letters addressed to Smetana and members of
his family was donated to the museum by his heirs as a gift. Over the course of the
following decades these items were systematically augmented by purchases and gifts;
some materials came to the museum e.g. with portions of the estates of Smetana’s
contemporaries. Even in recent years the museum has been able to acquire originals
of previously-unknown or missing Smetana manuscripts and thus further expand this
most valuable collection, now numbering more than 2,000 items. The core of the
museum’s holdings consists of autographs of most of Smetana’s compositions, letters
he sent and received, personal documents and diaries, drawings, and other manuscripts
documenting his activities in Czech musical life. Also on hand are period portraits of
Smetana, some of his personal effects, beautiful honorary diplomas, programs and
posters for his concerts and performances of his works, and additional diverse materials
that add to our knowledge of his life and work.

The large and valuable collections of the Smetana Museum also document the
broader context of the time when he lived and worked, and especially the performance,
dissemination, and reception of his music both at home and abroad from the nineteenth
century to the present day.

The collection having the largest number of items is the photography archive, with ca.
28,000 photographs and negatives. The oldest items, consisting of calling-card photographs
and cabinet photographs, often unique, come from studios in Prague and elsewhere in the
nineteenth and early twentieth centuries: those of Mulag, Fiedler, Tomas, Eckert, Lachmann,
Langhans, and others. This archive contains many photographs not only of Smetana but of
other persons and of places and buildings associated with Smetana’s life and activities,
of Smetana monuments, and of various Smetana events, as well as of many productions
of his operas both in the Czech lands and abroad. Valuable for example are private and
professional portraits of opera singers participating in performances of Smetana’s operas.
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Bedfich Smetana: Vitava /

The Moldau

Prvni vydani étyfruéni klavirni Gpravy /
First edition of the arrangement

for piano four hands,

Praha / Prague, 1879

NM-CMH 3, H 1324

The visual art collection contains about 1,300 items-predominantly graphic art,
paintings, and sculpture. Apart from an extensive set of artworks pertaining directly to
Smetana and his works, itincludes portraits of other persons, graphic art depicting places,
and artworks relating to Prague mainly from the first half of the nineteenth century. Also
among the holdings is a collection of postage stamps and picture postcards depicting
Smetana. The items of sculpture-most of which also depict the composer-are works by
important artists such as Josef Strachovsky, Josef Vaclav Myslbek, Otakar Spaniel, Ladi-
slav Saloun, Jan Stursa, Josef Wagner, and Frantisek Bilek. In addition there are materials
pertaining to designs for monuments and memorial plagues devoted to Smetana.

Highly diverse is the collection of more than six hundred three-dimensional objects,
including e.g. commemorative coins, medals, posters, and badges made by leading Czech
manufacturers, personal effects, and memorabilia pertaining to members of Smetana’s
family as well as some of his friends and collaborators. Also held by the Smetana Museum
are a textile collection with an especially-valuable set of theatrical costumes from the late
nineteenth and early twentieth centuries, a beautiful collection of glass and porcelain with
motives from Smetana’s operas (mainly The Bartered Bride), and furniture once owned
by Smetana’s family (now displayed in the Smetana Memorial in Jabkenice) as well as the
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family of his second wife Bettina Ferdinandi (presently on loan for the new exposition in the
Ferdinandi family home at Lamberk in Obf¥istvi).

Remarkable is a set of almost 1,100 set and costume designs coming from the
second half of the nineteenth century into the second half of the twentieth century. Most
of them were created for stagings at the National Theatre, but some for theatres outside
Prague. Even performances staged abroad are represented by several designs. Among
the designers are important visual and theatrical artists such as Edmund Chvalovsky,
FrantiSek Kolar, Karel Stapfer, Mikolas Ale$, FrantiSek Kysela, Vincenc Benes, Josef Lada,
FrantiSek Troster, and Josef Svoboda. About two hundred set and costume designs by
Karel Svolinsky were received by the Smetana Museum as a gift from their creator.

The collection of non-musical archival materials contains more than five thousand
items, mainly correspondence but also other written materials and printed documents
of the most varied nature and content. Some sets of materials come from the personal
estates of Smetana’s contemporaries such as Josef Jiranek, FrantiSek Pivoda, Ludevit
Prochazka, and Josef Proksch.

Assembled in the press documentation collection are about twelve thousand items
concerning performances of Smetana’s works all over the world from the nineteenth
century to the present. Printed programs, posters, theatrical playbills, program books,
and other minor printed items document the dissemination of Smetana’s music and
the diverse forms and high number of their performances. The largest number of them
comprise the set of posters for Smetana performances at the National Theatre from the
nineteenth century to the present day. One important unit consists of materials pertaining
to performances of Smetana’s works abroad, in some cases by Czech artists on tour or
making guest appearances. Also represented are performances of his works in Bohemia
and Moravia in the most varied forms, from normal professional concerts and theatrical
performances to curious amateur presentations.

The Smetana Museum’s music notation archive contains over 2,500 volumes
primarily of printed music, consisting mainly of various editions of Smetana’s works
and the most diverse arrangements thereof, from first editions to the most recent ones.
There are also works dedicated to Smetana or inspired by his music, as well as works by
composers who were part of the wider context of his creative work and his time. Some
prints and manuscript copies come from the possessions of Smetana’s contemporaries,
performers, editors, and scholars researching his work.

The core of the libretto collection consists of ca. three hundred Czech and foreign
editions of librettos to Smetana’s operas, from first editions to those from our own time.
The largest number are for The Bartered Bride, ranging from a simple set of loose sheets
to bound and richly-illustrated books, including printed as well as typescript translations
into most European languages. Also found here are librettos to other operas staged at
the Provisional Theatre and the National Theatre during Smetana’s lifetime, along with
other librettos written or translated by his librettists and other collaborators.

The Smetana Museum’s library has almost six thousand books and volumes of
periodicals published from the early nineteenth century to the present. Besides titles
covering the context of Czech and European culture in the nineteenth century, general
musicological literature, and extensive literature on Smetana, it contains books from the
original library of Smetana and his family.
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The Smetana Museum’s audio and video recordings library consists of sound
recordings of Smetana’s compositions on standard, long-playing, and compact discs as
well as audiovisual recordings on videocassettes and DVDs. Among the most valuable
are sets of standard discs bearing historical recordings of Smetana’s music.

CECHOVA, Olga - FOJTIKOVA, Jana: ‘Zpracovani fondu B. Smetany v Muzeu &eské hudby’ (Cataloguing the
Bedfich Smetana Collections in the Museum of Czech Music), Hudebni véda XXl (1985), No. 1,
pp. 93-95.

MOJZISOVA, Olga: ‘Smetanovské prameny - stav 1994’ (Smetana Sources: Their Status as of 1994), Hudebni
véda XXXII (1995), No. 1, pp. 19-26.

MOJZISOVA, Olga: ‘Muzeum Bedficha Smetany (historie, sbirky)’ (The Bedfich Smetana Museum: Its History
and Collections), in Olga MojziSova, ed., Bedfich Smetana. Doba-Zivot-dilo (Bedfich Smetana: Period-
Life-Work), Prague, 1998, pp. 42-166 (also in English and German versions).

MOJZISOVA, Olga: ‘Restrukturalizace sbirek jako nezbytny pfedpoklad katalogizace. Specifika a problémy
shirkovych fondl Smetanova muzea’ (Restructuring of Collections as a Necessary Precondition for
Cataloguing: Specifics Issues and Problems of the Smetana Museum Collections), in Stanislav Tesar, ed.,
Kritické edice hudebnich pamatek IV (Critical Editions of Musical Documents IV), Brno-Olomouc, 2001,
pp. 113-16.

MOJZISOVA, Olga: ‘Die Digitalisierung der BedFich Smetana’s Musikhandschriften und Korrespondenz’,
Fontes Artis Musicae, No. 1, 2007, pp. 122-26.

SEQUARDTOVA, Hana: ‘Soupis rukopisti Bedficha Smetany. A. Rukopisy notové’ (An Inventory of Bedfich
Smetana’s Manuscripts. A: Music Manuscripts), in Sbornik Musea Bedficha Smetany I. (Bedfich Smetana
Museum Compendium 1), Prague 1959, pp. 41-113.

WIRTH, Zdenék - WAISAR, Alfons: ‘Smetanova tvar, katalog smetanovské ikonografie’ (Smetana’s Face:

A Catalogue of Smetana Iconography), in Sbornik Musea Bedrficha Smetany I., Prague 1959, pp. 9-40.

IV. THE COLLECTIONS
OF THE ANTONIN DVORAK MUSEUM

The collections of the Antonin Dvorak Museum have been assembled gradually, originally for
the most part on the initiative of the Society for Erection of a Monument to Master Antonin
Dvorak in Prague, founded in 1931, which received the first valuable memorabilia pertaining
to Dvorak from his widow Anna Dvorakova. In 1932 an architecturally-extraordinary Baroque
summer palace designed by Kilian Ignaz Dientzenhofer in the centre of Prague was acquired
for archiving and exhibiting Dvofakiana. Then in 1944 the original society was renamed
as the Antonin Dvorak Society, which continued to gather memorabilia and devoted itself
to extensive cultural and educational activities. The most important set of autographs of
Dvorak’s works was acquired by the museum in 1980 via purchase from the composer’s
heirs, and soon thereafter the Dvorfak Society donated additional unique items. The
museum’s collections continue to grow through new acquisitions in the form of gifts and
purchases from various individuals, publishers, distributors, antiquarian dealers, and foreign
auction houses.

The collections comprise mainly musical autographs of most of Dvorak’s works
and their first editions, personal documents pertaining to him, correspondence,
period photographs, part of Dvorak’s library, clippings from the period press,
diplomas and honorary distinctions, various other tokens of appreciation received,
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three-dimensional objects from Dvorak’s estate, works of visual art, documents
concerning performances of Dvorak’s compositions, and recordings both aural and
visual. The main focus of interest for many scholars and performers from both the
Czech lands and abroad is the Antonin Dvorak Collection, comprising two large units
catalogued in the past in two separate inventories. In all they contain ca. 3,100 items,
constituting a collection unique in its size, comprehensive scope, and concentration
with regard to both subject and time period covered. It is here that the autographs of
Dvorak’s most famous works are found, e.g. the Symphony No. 9 in E minor ‘From
the New World’, the Slavonic Dances, the opera Rusalka, the Violoncello Concert in
B minor, and the Stabat Mater. Associated with these materials is a modest more recent
collection of musical and non-musical autographs, enriched significantly in recent years
by several purchases, gifts, and transfers.

Displayed in the museum’s permanent exposition are many of the three-dimensional
objects Dvorak received and used during his life, creating an inimitable, authentic
atmosphere-e.g. various small items from everyday life, furniture, Dvorak’s gown from
the degree-conferral ceremony in Cambridge, his piano and viola, shirt cuffs, a hat,
writing tools, glasses, playing cards, and various souvenirs such as commemorative
cups, wreaths, and medals. Together with other items of a similar nature they are listed
as a set of personal memorabilia comprising approximately 280 items.

Among the most valuable items in the collection of original photographs (numbering
ca. five hundred items) are precious photographs of Dvorak’s contemporaries and of
some members of his family. Many come from renowned photography studios (those
of Fiedler, Langhans, Mulac, Spiess, and Tietz). Also assembled here are photographs
of later performers (both Czech and foreign), of composers, of places associated with
Dvorak'’s life and work, and of performances of his operas among other items.

The iconographical holdings are rounded out by a set of works of visual art (ca. three
hundred items) containing graphic art, paintings, sculpture, commemorative medals,
drawings, designs for sets and costumes, and utilitarian graphic art. Represented here is

,Dvorak - balvan“ /
‘Dvorak the Boulder’
Lavirovana kresba tusi /
Shaded India ink drawing,
Hugo Boettinger, 1918
NM-CMH 4, &. pF. 85/2000
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the work of Jifi Anderle, Hugo Boettinger, Wilhelm Kandler, Vladimir Kyn, the Machacek
studio, Josef Mafatka, Vincenc Morstadt, Emanuel Vaclav Nadherny, Karel Safaf, and
other artists from the first half of the nineteenth century to the present day.

Dvorak’s works are documented from another standpoint by a relatively extensive
collection of musical prints (ca. 1,300 items) and related printed materials. The most
valuable items are mainly various period editions of works by Dvorak issued by the
publishing houses of Simrock, Novello, Fr.A. Urbanek, and others in their original versions
as well as arrangements. Dvorak’s ever-growing popularity abroad is documented by
numerous recent editions of his works by European, American, and Japanese publishing
houses.

Performances and recordings of Dvorak’s works all over the world are documented
by a broadly-conceived collection of domestic and foreign posters, brochures, theatrical
playbills, invitations, advertisements, and flyers, and an audiovisual collection containing
more than 750 items on sound and visual media of all kinds tracing the dissemination
of Dvorak’s music.

The specialised collection of the Dvorak Museum’s library, comprising ca. 3,000
items, mirrors changes in the reception of Dvorak’s works during approximately the last
hundred years. It contains nineteenth-century journals and books from the collections
of the original Dvorak Museum founded by the Antonin Dvorak Society as well as more
recent publications from both the Czech Republic and abroad.

The Dvorak Museum’s newest major acquisition is the extraordinarily-extensive Jarmil
Burghauser Collection, received late in the 1990s. This important Dvorak scholar (1921-
97), author e.g. of the thematic catalogue of Dvorak’s works, collected many important
documents related to Dvorak. A large part of the collection consists of materials related
to his own work as a composer and a musicologist, but we also find here the most
varied materials from the estate of his father-in-law Otakar Sourek, author of the first
large monograph devoted to Dvorak, including correspondence, reviews, and part of his
library.

HALLOVA, Markéta: ‘Prague-The Centre of Dvofdk Research’, in Antonin DvoFék 1841-1991. Report of the
International Musicological Congress DobfFis 17th-20th September 1991 (ed. Milan PospiSil and Marta
Ottlova), Prague, 1994, pp. 19-28.

® CONCLUSION

The collections of the various divisions of the Czech Museum of Music complement one
another, and if a scholar wishes to place the subject of his or her research into a broader
context this can be done practically ‘under one roof” at the CMM. We are convinced that
mutual exchange of information among museum employees, scholars, students, and the
music-loving public will benefit musicological research as well as helping to enliven the
museum’s premises and to make Czech musical culture more popular in the best sense
of the word.
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Frantisek Skroup: pisei Kde domov miij
ze hry Fidlovacka /

Song Where is My Home

from the play The Spring Fair

Autograf / Autograph, 1834

NM-CMH 1, Tr B 516

Ema Destinnova

Fotografie / Photograph, Jan F. Langhans,
Praha / Prague, 1896

NM-CMH 1, F 4703
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Wolfgang Amadeus Mozart: Don Giovanni

Divadelni cedule k predstaveni 23. 9. 1788 / Playbill for a performance on 23 September 1788, Praha /
Prague - Konigliches Altstadter Nationaltheater (Nosticovo divadlo / The Nostitz Theatre),
NM-CMH 1, TP 687

Voskové fonovale¢ky / Wax phonograph cylindres
10. léta 20. stoleti / 1910s, NM-CMH 1, rGzné signatury / multiple shelf-marks
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Housle / Violin
Nico[aus Amati, Cremona, ca. 1650
NM-CMH 2, E 1427

Barokni kytara / Baroque guitar
Ondiej Ott (Andreas Oth), Praha / Prague, ca. 1650-1660
NM-CMH 2, E 471
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Muzeum Bedficha Smetany - expozice /
The Bedfich Smetana Museum - exposition
Fotografie / Photograph, Oto Palan

Muzeum Antonina Dvofaka / The Antonin Dvofak Museum
Fotografie / Photograph, Oto Palan
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K nedokoncenym
hudebnédramatickym
diliim Bohuslava Martinu

Nové poznatky z jeho soukromé
a Ofedni korespondence?

KATERINA MAYROVA

Bohuslav Martind (1890-1959) Zil sice v dobé pokrocilého technického rozvoje, na
rozdil od dnesni umélecké generace vsak byl jesté ,ochuzen“ o takové vymozenosti
soudobé techniky, jaké predstavuji e-mail, fax ¢i internet. Od roku 1923 aZ do své smr-
ti pobyval v ciziné a kosmopolitni zpUsob jeho Zivota ho vedl k tomu, Ze s domovem
a s mnoha svymi plsobisti v zahraniéi udrzoval pfedevsim pisemny styk, a to jak v zalezi-
tostech Grednich, tak i osobnich.

Nastésti pro soucasné badatele se podafrilo evidovat obrovské mnozstvi pramennych
pisemnych materiall a svédectvi, tykajicich se Bohuslava Martin(, véetné rozsahlého sou-
boru jeho korespondence s nejriiznéjSimi osobami, hudebnimi ansambly, spolky, Grednimi
stranami a kulturnimi institucemi (napf. s divadly, nakladatelskymi domy a autorsko-pravni-
mi organizacemi).? VSechny tyto nashromazdéné prameny pomahaji odhalit leckdy kompli-
kované cesty skladatelova osobniho Zivota, davaji nahlédnout do jeho nitra, zcela spjatého
se svétem hudebnich vizi a fantazii, a dovoluji oziejmit pozadi, na némz se odehraval zdan-
livé skryty, ale o to cilevédoméjsi boj za prosazeni jeho uméleckého kréda.

Dochovana a dosud publikovana umélcova korespondence se spolupracovniky ve sfére
hudebniho divadla (napt. s Vitézslavem Nezvalem, Jindfichem Honzlem, FrantiSkem Muzi-
kou, Vaclavem Talichem a dalSimi) dokazuje presvédcivé naprosto nepredpojaty, otevieny

1) Tento prispévek byl poprvé prezentovan na mezinarodni muzikologické konferenci s tématem Jevistni dila
Bohuslava Martin(i v kontextu doby jejich vzniku, kterou usporadala Nadace Bohuslava MartinG ve dnech 15. -
17. 12. 2000 v Praze. Autoréingm zamérem bylo upozornit na nékteré dosud neznamé a nezvefejnéné dopisy
Bohuslava Martinu, jez se urcitym zpusobem dotykaly tématu konference.

2) Viz Bohuslav Martinu: Dopisy domd. Z korespondence do Policky, ed. ISa Popelka, Mlada fronta, Praha 1996.
Autor edice se v Gvodu na s. 8 zminuje o zkatalogizovanych 633 dopisech, adresovanych vesmeés roding, jez jsou
uloZeny v Pamétniku Bohuslava Martint v Police. Viz t6Z MAYROVA, Katefina: Bohuslav Martint (inventaF fondu
korespondence z prazskych instituci a privatnich zdrojt), Narodni muzeum - Muzeum ¢eské hudby, Praha 1989.
Tento soupis martintiovské korespondence, evidované prevazné v prazskych fondech, obsahoval v dobé& dokoncéeni
prace 1333 inventarnich jednotek. Se zalozenim Nadace Bohuslava Martin(i v Praze (NBM) a Institutu Bohuslava
Martin(i (IBM) se vytvofilo v Praze v 90. letech 20. stoleti badatelské centrum s mezinarodnim dosahem, jehoz
cilem je systematicky pokracovat v evidenci a odborném shromazdovani vSech dostupnych hudebnich i nehudeb-
nich pramend, tykajicich se skladatelova Zivota a dila. Nedilnou soucast muzikologického vyzkumu IBM tvofi patra-
ni po dal$i martintiovské korespondenci a jeji odborné vyhodnocovani. K 30. 6. 2008 je v IBM evidovano celkem 79
souborll s kopiemi martinliovské korespondence, z nichzZ je dosud v systému KPwin zkatalogizovano 58 soubor(
a 21 souborl je evidovano chronologicky. Pocet systematicky evidované korespondence Ize odhadnout priblizné
na 3000 polozek.
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a hledacsky postoj Bohuslava Martin( ke vSe-
mu, co se bezprostredné tykalo nalézani ide-
alniho tvaru pro jakykoli hudebnédramaticky
¢i baletni namét. Vétsinu svych podstatnych
tvarcich predstav a ideji z oblasti hudebniho
dramatu, zejména opery, uverejnoval skla-
datel v dobé premiér i v polemicky zamére-
nych ¢lancich a statich. Vyhodnocovani jeho
pocetné operni i baletni tvorby ostatné potvr-
zuje dojem, Ze Martind patfil k oném typdm
tvarel, ktefi neustale hledali nové nameéty,
podnéty a vyzvy, aby dosahli optimalniho
uméleckého feseni jednotlivych problémi,
jimiz Zilo tehdejsi hudebni divadlo. | kdyzZ je
zfejmé, Ze operni a baletni tvorba Martind
obsahuje jakési konstantni motivy, vybizejici
ho neustale k hudebnimu zpracovani,® neni
vhodné pohlizet na jeho hudebnédramatic-
ka dila pouze jako na néjaky navzajem vnitf-
né propojeny vyvojovy oblouk.

Znacna cast dulezitych material(l, vzta-

Bohuslav Martini

Fotografie / Photograph, Drtikol, hujicich se k hudebni a divadelni poetice Bo-
Praha / Prague, ca. 1923 huslava Martind, uz byla publikovana v ob-
NM-CMH 1, F 9368 sahlé praci skladatelova pritele, diplomata

Milose Safranka (1894-1982); ten se také nemalou mérou zaslouZil o umélcovo prosazeni
v domacich i zahranicnich hudebnich kruzich.* V prabéhu poslednich let se diky pokracujici
evidenci martindovské korespondence podafilo objevit nové zajimavé dokumenty - dopisy,
a to nejen samotného Martind, ale i jeho soucasnikl a spolupracovnikd. Uhel pohledu,
kterym na tuto korespondenci nahlizime, se mdZe velmi liSit a zahrnout jak ediéni politiku
jednotlivych nakladatelstvi,® tak napft. skladatelovu aktivitu pfi hledani naméti vhodnych
k baletnimu ¢i opernimu zpracovani. Z dopist se tak dozviddme o umélcovych neuskutec-

nénych zamérech a planech v divadelni oblasti. Martind nékdy vénoval promysleni uréitého

3) Srov. napF. BREZINA, Ales: David Pountney o Reckych pasijich, Harmonie, 1999, &. 9, s. 14-15. (Rozhovor
s britskym reZisérem Davidem Poutneyem v souvislosti se svétovou premiérou neznamé prvni verze opery
Reckeé pasije.)

4) Srov. Divadlo Bohuslava Martint, ed. Milo$ Safranek, Editio Supraphon, Praha 1979. Problematikou hudebnédra-
matické tvorby Bohuslava MartinG se zabyva i dalSi literatura, napf: The Stage Works of Bohuslav Martind, ed. Rudolf
Peéman, Praha 1967. KARBUSICKY, Vladimir: Der ertrdumte und nacherlebte Surrealismus. Martintis Oper ,Juliette
ou La clé des songes”, in: Theorie der Musik. Analyse und Deutung. Hamburger Jahrbuch flir Musikwissenschaft,
Band 13, Laaber Verlag, Hamburg 1995, s. 271-336. Opernworkshop 1999. Bohuslav Martinu: Griechische Passion,
Bregenzer Festspiele GmbH, Bregenz 1999. DOSTALOVA, RiiZena — BREZINA, Ale$: Recké pasije. Osud jedné opery.
Korespondence Nikose Kazantzakise s Bohuslavem Martinu, Set Out, Praha 2003. RENTSCHOVA, Ivana: Anklénge
an die Avantgarde. Bohuslav Martintis Opern der Zwischenkriegszeit, Franz Steiner Verlag, Stuttgart 2007.

5) Viz MAYROVA, Katefina - KLOS, Richard: K problematice souborného kritického vydani dila Bohuslava
Martind, in: Kritické edice hudebnich pamatek. Sbornik pfispévkll z konference katedry muzikologie Filozo-
fické fakulty Univerzity Palackého v Olomouci v letech 1993 a 1994, Univerzita Palackého, Olomouc 1996,
s. 105-110.
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divadelniho sujetu znacné Usili, nez se rozhodl pro jiny, vhodnéjsi namét. Jindy uvazoval
o literarnich tématech pro zhudebnéni spiSe jen letmo; velice zahy je opustil, kdyzZ zjistil,
Ze se pro hudebnédramatické zpracovani nehodi. V kazdém pripadé vSak jsou tyto naméty
soucéasti umélcova tvorivého potencialu:® kromé jiného nam totiz odhaluji jeden ddlezity
rys jeho prace - otevienost, maximalni vnimavost k nejrliznéjSim inspiraénim podnéttim,
ktera byla podvédomé zakotvena v tviréi metodé MartinG a umoznovala mu pfi vytvareni
hudebnédramatického tvaru nelpét pouze na jednom vychodisku. S obdobnou otevienosti
postupoval napf. véi jednotlivym nakladatelskym dom(m, kdy o vydavani svych opernich
a baletnich opust jednal hned s nékolika stranami najednou.

® PETR PAN

Jednim z dopis(, v némz Martin(i piSe o namétu vhodném k baletnimu zpracovani, je ne-
datovany dopis patrné z doby po roce 1916 a s nejvétsi pravdépodobnosti uréeny choreo-
grafu a baletnimu mistru Narodniho divadla v Praze, Augustinu Bergerovi (1861-1945).”
0 namétu se sice autor velice povrchné zminuje také v dopise Stanislavu Novakovi,®
ale teprve z pisemné nabidky Bergerovi, kdy Martin(i dava svlj novy balet k posouzeni
a popisuje jeho obsah, vyplyva, Ze se jednalo o originalni pohadkovy sujet, ktery nijak
nesouvisel s predchozim baletem Stin (1916) a rovnéz byl velice vzdalen budouci sklada-
telové orientaci na sumerskou literaturu, tak jak se pozdéji manifestovala v jeho baletu
Istar (1918-1923).° Uvazované pohadkové téma vSak nepostrada prvky fikce a snové
fantazie s dllezitym akcentem na roli vzpominky, tedy momenty charakteristické pro
umélcliv osobni sloh.*°

6) O skladatelové hledani inspiracnich zdroju ze svétové literatury pro vlastni tvorbu pojednava napi. MIHULE,
Jaroslav: Bohuslav Martint a svétova literatura, in: Hudba slovanskych narodu a jeji vliv na evropskou hudebni
kulturu, Brno 1981, s. 197-202. K obsahu torza skladatelovy osobni knihovny, ktera je nyni soucasti sbirko-
vych fond Pamatniku Bohuslava Martindi v Policce, srov. té7 BREZINA, Ales: Knihovna Bohuslava Martint, Hu-
debni rozhledy 48, 1995, &. 3, s. 33-35; BREZINA, Ales: Knihovna Bohuslava Martint Il, Hudebni rozhledy 48,
1995, ¢. 4, s. 32-33.

7) Nadace Bohuslava Martin v Praze zakoupila tento dopis v r. 1997 v antikvariatu Erasmus v Basileji
a nyni je uloZzen v NBM. Kromé toho Narodni muzeum v Praze, Historické muzeum - divadelni oddéleni vlastni
pozlstalost Augustina Bergera (H 6 P 63/64), ktera obsahuje dopis B. Martint z 28. 8. 1921, adresovany
Bergerovi.

8) Pamatnik Bohuslava Martint v Policce, pf. ¢. 33/1978/3, dopis Bohuslava Martint Stanislavu Novakovi
datovany v Poli¢ce, 22. (mésic negitelny), asi z roku 1917. Na s. 3-4 tohoto dopisu MartinG piSe: ,Jinak jsem
pracoval na tom novém celovecernim baleté, ktery Ti vysvétlim v Praze a je velmi hezky a jemny a autorem
libreta jsem sam (ponékud téz pan J. M. Barie [sic], zemfel v Anglii 1888 [sic]). A toho uZ mam kus trvajici pul
hodiny GpIné docela cely...“ Na citovany dopis narazi i Jaroslav Mihule ve své monografii o Bohuslavu MartinG
(MIHULE, Jaroslav: Bohuslav Martinu. Profil Zivota a dila, Editio Supraphon, Praha 1974, s. 200.) Ze se vskutku
nejednalo o ndmét, ktery by mél néco spolecného s pozdéjSim baletem Martin( Istar, vyplyne aZ z konkrétniho
obsahu nyni poprvé publikovaného dopisu.

9) O baletech Stin i Istar, jejich genezi a divadelnim uplatnéni viz SAFRANEK: Divadlo Bohuslava Martin(i
(pozn. €. 4), zvl. s. 19-20 a 22-25.

10) Viz zejména The Stage Works of Bohuslav Martind, ed. Rudolf Pe€man, op. cit. v pozn. €. 4, pfedevsim tyto
studie: HALBREICH, Harry: Bohuslav Martint und die Welt des Traumes, s. 57-74; MIHULE, Jaroslav: Der Mensch
und die Welt im musikdramatischen Schaffen Bohuslav Martinds, s. 75-95.
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Martinl pise:

Slovutny mistre!

Dovoluji si Vas obtézovati, a sice v zaleZitosti mého baletu, zda-li moZno pocitati s pro-
vedenim. Prosim,'* kdybyste ptisobil svoji mocnou piimluvou na pana chefa, vzdyt ten
ballet klade pozadavky tak malé, Ze vypraveni jeho neni pro Narodni divadlo takika ni¢im,
a co pro mne by to znamenalo, nemusim piec psati. Myslel jsem, Ze bude s Copelii. Mistie,
prosim Vas snazné, sdélte mi, mozno-li pocitati s vypravenim kusu v této saisoné? A jesté
s jednou véci jdu k VAm na radu. Pfi mé posledni navstéveé jste mluvil o nedostatku balle-
tu. Mistie, mél bych pro Vas celovecerni ballet, na kterém nyni pracuji, a chtél bych se po-
radit, zda-li libretto vyhovuje pozadavkiim scény. Dovolim si napsati Vam stru¢ny obsah:
Libretto jsem si napsal sdm, s ¢aste¢nym uzitim jedné angl. novelly J. Barrieho.'? Jedna se
o mladé dévée Maemii,*® které se nechalo zaviit pies noc v zahradach Kensingtonskych.
Prolog je détsky pokojik rdno, Maemie a jeji bratiicek pravé vstavaji a pii snidani jim
vypravuje matka o onéch zahradéch, o sk¥itcich, o Peterpanovi atd., az Maemii pojme
umysl nechati se do zahrad zavtit pfes noc, coZ smluvi se svym bratrem. To je mluvené.
Balet prichézi teprve v 1. déjstvi, a sice Maemie se skutecné nechd zaviit (bratr utece).
Sotva zaklapnou dvere, zacnou se stromy protahovat a prochéazet, coz pirejde v tanec. Sem
tam prichazeji malé vily a propletaji se. Pribiha vila ,Hnédinka“, ktera neopatrné spad-
ne do jakesi louze a je odtamtud zachranéna Maemii. Mezitim piichazi privod svétlych
broucki a dale privod skiitki, vil a Kralovna vil a kvétin Mab s cizim princem, o kterém
vypravuje, Ze si prijel ziskat srdce nékteré vily. Vily pired nim tanci, ale télesny doktor stdle
konstatuje chlad jeho srdce. Az kone¢né Hnédinka vitézi. Maemie radosti nad §téstim své
pritelkyné hlasité zatleska. VSechno stichne, to¢i se po ni a Maemie prcha a cely dav ji
honi po scéné, az Maemie klesa unavena. Ale Hnédinka zatim ji vyprosila milost. Nahle
zacina snézit a vily premysleji, jak by Maemii zachranily, az kone¢né se ustanovi, Ze nad
ni postavi chaloupku, coz se tez stane. Chaloupka je hotova a v ddlce ozve se Salmaj Pe-
ter-pana. VSechno bézi do zadu za scénu. Zde by mohl kon¢it 1. akt. Dale: vS§echno jako
diive. Prichazi Peter-pan a hraje. Maemie se probouzi a vyléza stirechou z domecku. Pak
nasleduje predstavovani a Maemie tanci s Peter-panem. Dochéazi k polibku a Peter-pan
slibuje Maemii, Ze ji ukaze slavnost vil. Zahraje na Salmaj a se vSech stran se sbhihaji vily
atd. Prichazi i princ a Hnédinka i Kralovna a divaji se na tanec, kterého se i Maemie z1i-
castni. Na konec skiitkové piredehravaji jakési divadélko a svitd, brany se oteviraji a cely
dav prcha. Branou vchazi bratiicek Maemie s matkou. Maemii jim bézi vstiic a odchéazi
s nimi. Po cesté jim vypravuje pribéh té noci. S tim zajdou a opona pada. To je druhy akt.

11) Martini ma ziejmé na mysli svUj balet Stin, ktery byl dokonéen o vanocich v roce 1916 a o jehoz uvedeni
na prazském Narodnim divadle se v této dobé marné pokousel. K baletu se ve svém posudku z 2. 12. 1919
kriticky vyjadFil tehdej§i dramaturg opery Narodniho divadla Otakar Ostréil. Viz SAFRANEK: Divadio Bohuslava
Martind, op. cit. v pozn. 4, s. 119.

12) Heslo Barrie, Sir JJames Matthew], in: The Cambridge Guide to Literature in English, ed. lan Ousby, Cam-
bridge University Press, Cambridge 1988, s. 66. Heslo Barrie, Sir James (Matthew), Baronet, in: The New
Encyclopaedia Britannica, volume 1, A-Bayes, Chicago et al. 1993, s. 916. Prvni povidky, v nichZ Barrie uved|
poprvé ve znamost postavu Petra Pana, byly uvetejnény v roce 1902 pod nazvem The Little White Bird. Po nich
v roce 1904 nasledovala hra Peter Pan a v roce 1911 vysla v Londyné pohadka o Petru Panovi pod nazvem
Peter and Wendy.

13) Martin( pouziva jméno hlavni hrdinky ve tvaru Maemie nebo Maemii, jméno Peter Pan uvadi ve tvarech
Peterpan, Peter-pan, Piterpan ¢i Piter-pan. Interpunkce je doplnéna podle soucasnych pravidel. Zachovany
zUstaly slovni tvary, které sice neodpovidaji dneSnim jazykovam normam, ale pfiblizuji ¢tenafi originalni text
B. Martinu. V prepisu respektujeme puvodni podtrhavani.
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Treti akt je po urc¢itém case, treba po 10 letech. Maemie jiz co velké dévce prichazi
do zahrad, aby si obnovila vzpominky na détstvi. Pfichazi na to samotné misto jako
tenkrate a useda na lavicku. Mali motylkové, krouzici ji okolo hlavy, ji ukolébaji v spa-
nek a Maemie uvidi v spanku zase vSechno znova. Prichazi Hnédinka, princ, kralovna,
Peter-pan atd., vSechno jako tenkrat, jenZe se to tanci jakoby v ddlce (snad za takovou
jemnou oponou organtinovou jako je z Pohadky do Pohddky), a coz je hlavni, je tento
iprinc i Piter-pan a vSechny vily, vSechno. Tanc¢i se a Maemie je zldkdna vzpominkami,
zacina v spanku tancit zvolna s nimi. Tim se probouzi a vSechno ji mizi z o¢i. Maemie
je udivena a vold Peter-pana. Ale nikdo se neokaZze, jen ozvéna se vraci. Maemie je
toho vSeho détsky lito a citi, Ze néco zmizelo ze Zivota, néco krasného, co se uz nikdy
nevrati. Vola stile Peter-pana a zachdazi hloubé&ji a hloubéji do zahrad, odkud je slySet
vzdalujici se jeji hlas. Jen ozvéna po Peterpanovi se stdle vraci a na scenu ptibihaji
malé vily s Peterpanem, které by rady jaksi se Maemii ukazaly, ale je to jiZ nemoZzno.
To bylo tenkrate, ale nyni jiz to prchlo. Scena tim kon¢i a zdalky je slySeti jesté hlas
Maemie, volajici Piterpana.

A ted prosim za prominuti, Ze jsem tim dlouhym dopisem Vas prepadl ve Vasi praci.
A jsem tak smély, Ze prosim o tsudek Vas, zda-li byste tento balet mohl potitebovati pro
scénu. Mam jiz ptil prvniho aktu celou hotovou a myslim, Ze pies zimu to dokon¢im.
Tedy jesté jednou prosim za prominuti a

zastavam

v nejhlubsi dceté
Bohou$§ Martint
Policka

Komparaci sujetu k zamySlenému baletu B. Martint a tvorby J. M. Barrieho dostupné
v ¢estiné i anglictiné mGzeme dojit k zavéru, Ze predlohou k baletu muselo byt jedno z ra-
néjsich anglickych vydani détskych pohadek o Petru Panovi, a to Peter Pan in Kensington
Gardens (Hodder and Stoughton Limited, London 1906). Martin( sice v této dobé ang-
licky jazyk neovladal, Barrieho pribéh mu vSak mohl byt zprostfedkovan bud dobovym
némeckym prekladem, anebo jesté pravdépodobnéji mu ho prelozil n€kdo z okruhu jeho
pratel (napf. Gabriela Cechova, Alice Masarykova nebo Karel Musek).14 Pohadkovy namét
o malém chlapci Petru Panovi, ktery nikdy nedospél, a o jeho dobrodruznych setkanich
s hol¢ickou Maimie v Kensingtonském parku si ziskal u détskych ¢tenarl nesmirnou
popularitu a vysel jesté v dalSich vydanich (1912, 1929) a v prevypravénych verzich.*

14) Zatim se nepodafilo vypatrat Zadné separatni vydani tohoto pfibéhu, napf. jako literarni prilohy policské-
ho Casopisu Jitfenka nebo tehdejSich prazskych kulturnich ¢asopist. Nelze ani vyloucit moZnost, Ze prekladatel
her J. M. Barrieho Karel Musek, ktery byl od roku 1889 angaZovan v Narodnim divadle v Praze jako herec
a v letech 1902-1920 jako rezisér, nebo nékdo z ¢lent tzv. ,Anglické kolonie v Praze“, se mohl se skladatelem
setkat a poskytnout mu nastin povidky J. M. Barrieho, ackoliv se Martin(i ve svém nacrtu baletniho libreta drzel
spise Seského prekladu origindlnich anglickych jmen v Petru Panovi. Srov. dale ROSSOVA-HUSOVA, Marcela:
Karel Musek, in: Lexikon Ceské literatury, sv. 3/1, M-0, Academia, Praha 2000, s. 384-385.

15) V prevypravéné verzi D. S. O "Connora vySla tato kniha s titulem Peter Pan Keepsake (Chatto & Winduse,
London 1907) a v Upravé G. D. Drennana pod prostym nazvem Peter Pan (Mills & Boon, London 1909). Za uve-
dené informace dékuji dr. Grahamu Melville-Masonovi a za pomoc pfi komparaci anglickych vydani dr. Michaele
Freemanové.
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V Ceském prekladu se poprvé objevil az v roce 1925.%¢ Martin( se Barrieho predlohy dr-
Zel pouze v prvnich dvou déjstvich, posledni treti déjstvi, tak jak ho Bergerovi v citovaném

dopise lici, je skladatelovym originalnim napadem.

® OKNA DO MLHY

Dalsi zajimavé dokumenty, které nas informuji o literarnim namétu, jehoz se Martin(
nakonec vzdal, jsou dva skladatelovy dopisy z 20. let, zaslané ¢eskému literarnimu histo-
riku, divadelnimu kritiku a basniku Otokaru Fischerovi (1883-1938).1” Tykaji se romanu
Okna do mlhy od ceského prozaika a publicisty Jana Havlasy (1883-1964).*8 O souhlas
pouZit tento namét jako predlohu k opernimu libretu zadal Martint pfimo autora roma-
nu® a vySe zminované dopisy naznacuji, Zze o tématu uvazoval jeSté koncem cervence
1920. Dokazuje to napf. ¢ast z prvniho dopisu Martin(i Fischerovi, kde celkem detailné
popisuje obsah Il. a lll. aktu zamySlené opery. Svym mystickym, symbolistnim zaloZzenim
by se toto dilo fadilo jesté do skladatelovy prvni tvarci etapy. Cesta k tehdy modnimu
japonskému sujetu vSak nebyla jednoducha.

V Havlasové pozlistalosti®® se nachazi tisk CtyF povidek, které vysly pod spolecnym nazvem
Four Japonese Tales (Czechoslovakian Foreigners' Office, Prague 1919). Treti povidku The Dar-
ling of the Gods s Ustredni hrdinkou - divkou O-Take-San obdrzel Martin(i ke zhudebnéni ziejmé
jesté drive, nez se s literatem dohodl pouZit pro kompozici opery jiny jeho japonsky namét, ktery
detailné popsal ve svém dopise Otokaru Fischerovi a ktery opravdu sujetové odpovida romanu
Okna do mihy.

V nezpracované ¢asti pozlistalosti se naléza Havlastv dopis, adresovany jeho dlouholeté-
mu priteli Ing. Miloslavu Haluzovi a datovany 9. listopadu (recte: prosince) 1959, kde Havlasa
piSe:

Martint kdysi v 1920 chtél po mné, abych mu udélal libreto z Oken do mlhy, ale fekl
jsem mu, Ze uZ na to neni pokdy, antoZ jsme se chystali do Brazilie. Udélal si s mym do-
volenim sdm prvni akt a zhudebnil (pry), ale prosil mne, abych mu v PaiiZi opattil notovy
papir na celou partituru. U¢inil jsem tak, z ParizZe mu balik poslal, ale nikdy mné ani ne-
podékoval.?

Martind zachazel s Havlasovou literarni predlohou volné: zachoval pouze jména hlav-
nich hrdin(l pfibéhu nestastné lasky, O-gin-san a Genzira, a dvé dllezita mista déje, Divei

16) BARRIE, J. M.: Petr Pan v Kensingtonském parku, fada Détska ¢etba. Shirka kniZzek pro déti, ed. Milena
Jesenska, preklad Jirka Mala, Prazska akciova tiskarna, Praha 1925.

17) Pamatnik narodniho pisemnictvi v Praze - Literarni archiv, pozUstalost Otokara Fischera,
pf. €. LA PNP 43/56 - 67/92. Prvni z dopisU je datovan ,V Policce 8. 5. 1920“ a druhy nese datum ,PoliCka,
24. 7. 1920“. Srov. dale MOURKOVA, Jarmila: Inventar literérni poztistalosti Otokara Fischera, Literarni archiv
Pamatniku narodniho pisemnictvi, Praha 1990, inv. ¢. 487, s. 21.

18) Viz TAXOVA, Eva: Havlasa, Jan, in: Lexikon Ceské literatury, sv. 2/1, H-J, Academia, Praha 1993,
s. 106-108.

19) Viz SAFRANEK: Divadlo Bohuslava Martind, op. cit. v pozn. 4, s. 27-28. Dopis Havlas(v, kde spisovatel
vyslovuje svUj souhlas s tim, aby si MartinG vytvofil své vlastni libreto na jeho japonsky namét, je datovan
20. 3. 1920.

20) Pamatnik narodniho pisemnictvi v Praze - Literarni archiv, pozlstalost Jana Havlasy, pf. ¢. 24/2000.
21) Srov. téZ pohlednici, kterou Havlasa zaslal Bohuslavu Martinti z Pafize (2. 5. 1920). Tato pohlednice je
soucasti pozUstalosti Marie Martin(l a je uloZzena v Paméatniku Bohuslava Martin(i v Policce.
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hory a JoSivaru.?2 Své vlastni libreto pak konzultoval s Otokarem Fischerem jako uznava-
nym literarnim expertem:

Ctény pane !

Dovoluji si napsati Vam dalsi scénar. Prvni akt kon¢i smirné, O-gin-san louci se
s Genzirem, shor za scénou zavira cely akt. II. akt. Slavnost chrysanthém v Tokiu v Jo-
givare. Cily ruch na ulicich, velké exponovani shoru. Pfichazi GenZiro se svoji sestrou,
ktera mu sdéluje, Ze otec O-gin-san byl uvéznén a O-gin-san sama Ze se obétovala
a odjela jako gejSa do JoSivary. Genziro je zdrcen a vrha se do proudiciho davu ji hle-
dat. Pfichazi O-gin-san a vzpomind na Takasaki, na Genziro. Ndhle se zarazi a citi Gen-
zirovu blizkost, jeho piitomnost. Prichdzi Genziro. Shledani obou, silné dramatické,
a umluva podrobeni se osudu a spolec¢né smrti. Cely akt je velice rusny, za stalé asis-
tence shoru pti slavnosti, tedy Siroce rozvrzen.

Proména. Ludina na Div¢ich horach (z 1. jednani). Kratké jednani, v némZ oba milenci
louéi se s krajinou, se v&im, vzpominaji na détstvi atd. Uplné smirné, vyjasnéné a uklidnéné
jednani, v némz priblizujici se smrt je vykoupenim a dotvrzenim, diivérou v stésti obou, kte-
ré nastane v piistim shledani. Pfichazeji na kraj propasti a vrhaji se dolu.?

III. akt. Lucina na Div¢ich hordach. Mirny ruch na scené. Poutnici k chramu se stiidaji.
Prichazi Genziro, sesly, rozervany, Sileny. Dav si o ném vypravuje a vysvétluje jeho lasku
a jeho nezdateny pokus o spole¢nou smrt. Genziro chova se tplné netecné ke vSemu.
7. dali prichazi velky sbor poutnikii ke chramu. Béhem bohosluzby ozvou se néktera zna-
ma mota, kterd upoutaji pozornost Genziro. Rozpomina se na minulé piibéhy a v oka-
mZiku, kdy vzpomene na O-gin-san, ozve se za scénou jeji hlas, volajici jej, a GenZirovi se
zda, ze vidi poletovati cerného motyla, sleduje jej az na kraj propasti a zriti se dolu. Cely
tento monolog i s arii O-gin-san za scénou je prerusovan mluvenym parlandem sboru
poutniki, odiikavajicich své modlitby, a vzmahajicim se v jakési naboZenské blouznéni,
stale se vzmahajicim, takZe tento akt slibuje byti dramaticky silné ptisobivy.

Proména. Apotheosa. (VSecko v pozadi, jen matné.)

Bilé stiny pohtfebniho privodu a Genziro kleci a prichazi O-gin-san, zveda jej k sobé
a oba odchazeji svétlou stezkou do dalky. Zde je exponovan ovsem cely apparat. Vysoké
shory zenské a détské, orchestr z picol, fléten, a housli za scénou atd.

Tim opera kon¢i. V celém dile ovSsem budu délati zmény dle toho, jak budu postu-
povati pii komposici i dle toho, jak dlouhé budou jednotlivé scény, aby to bylo ucelené.
OvSem zmény jenom prileZitostné, hlavni déj ztistava. Dékuji Vam za Vasi ochotu i na-
mahu a prosim, sdélte mi svoje minéni a svoje rady, milerad se dle nich zatridim. Dovoluji
si gratulovat Vam k tspéchu ,Herakla“. Se srde¢nymi pozdravy a uctivim porucenim
milostivé pani

jsem s projevem hluboké ticty

B. Martint

Zda Fischer Martin(l odpovédél a jakym zplsobem reagoval, zatim nelze presné zjistit.

22) Havlasovu sujetu se vzdalené blizi ,Zaponsky roman“ Julia Zeyera Gompaci a Komurasaki (Eduard Vale¢-
ka, Praha 1884). Jinym zpUsobem pojal téma tragické lasky Joe Hloucha v cyklu povidek Polibky smrti (Josef
R. Vilimek, Praha 1912), kde v pfibéhu Chramova tanecnice vystupuje jako sok v lasce rytif Kuroda Gendzir6.
23) Motiv spolecné sebevrazdy milencu je v japonské literatufe a dramatu casty. Smrt z lasky je nazyvana
,SindZu“. V Havlasové romanu se hlavni hrdinové pfibéhu, osudem pronasledovana milenecka dvojice O-gin-
san a Genziro, rozhodnou spachat spoleénou sebevrazdu a nechaji se na kolejich prejet projizdéjicim viakem.
Zahyne vSak pouze O-gin-san a Genziro zUstane naZivu s trvale znetvorenym oblicejem a v psychicky naruse-
ném stavu.
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® STARA HISTORIE

Nerealizovan zUstal také skladateldv napad zhudebnit jako komickou operu veselohru
Julia Zeyera Stara historie. V této zaleZitosti korespondoval skladatel roku 1922 s Ceskou
akademii véd a uméni, jejiz IV. tfidu Zadal o souhlas se zhudebnénim hry.?* Libreto ani
hudebni material k této komické opere se dosud nenalezly, zajimava je vSak skute¢nost,
Ze Zeyerova hra mohla zprostfedkovat motiv krokodyla - symbol zesmésnéni odmitnuté-
ho napadnika, ktery o patnact let pozdéji pouzil Martini ve své opere Julietta. U Zeyera
ma sice tento motiv pouze epizodni charakter (srov. |. d&jstvi, s. 8 vydani z roku 1906),%°
v Julietté vSak Juliettino zesmésnéni Michela pfi jejich setkani v lese predstavuje jeden
il me semble que vous étiez completement ridicule et que j‘ai ri seulement parce que
| “appartement de mes parents est plein de crocodiles empaillés ramenés des colonies,
et que vous m “avez rappelé le plus gros de ces crocodiles...«?® tu ma svou ¢eskou parale-
lu: Byl jste dokonale smésny, a smala jsem se proto, Ze jsme méli doma plno vycpanych
krokodyl(l, a Vy jste mi pfipominal toho nejvétSiho!“?” Aniz bychom se snazili posuzovat
moznou prioritu zminéného zdroje ,krokodyli“ symboliky v Julietté ve prospéch Zeyero-
vy Ci Neveuxovy predlohy, jisté je, Ze v evropské literarni a dramatické tradici 1. tretiny
20. stoleti byl tento symbol pomérné ¢astym migrujicim motivem.

® SVATY VACLAV

Ve tricatych letech, tedy pravé v dobé, kdy Martin(i zacal hledat idealni latku pro své nové,
moderni pojeti operniho dramatu, ho na urcitou dobu zaujal svatovaclavsky pribéh z naSich
narodnich dé&jin.?® Ve svém ¢lanku Poznamky k cyklu Hry o Mari?® se skladatel zminuje o tom,
Ze se snazil hledat material v ¢eském lidovém divadle a ve stredovékém liturgickém drama-
tu. Odtud vedla cesta k namétu, symbolicky spjatému s postavou knizete Vaclava, mucedni-
ka a patrona ceské zemé, o némz pojednava korespondence, kterou si v priibéhu biezna az

24) Viz SAFRANEK: Divadlo Bohuslava Martind, op. cit. v pozn. 4, s. 28. Srov. téz MAYROVA, Katefina: Kore-
spondence Bohuslava Martint s Ceskou akademii véd a uméni, samostatna priloha éasopisu Hudebni véda
XXXVII, 2000, ¢. 1-2, zvl. s. 23-24.

25) ZEYER, Julius: Dramaticka dila Il (Stara historie - Sulamit - Sarka), Unie, Praha 19086, zvl. s. 8.

26) NEVEUX, Georges: Thé tre. Le Voyage de Thésée, Juliette ou la Clé des Songes, Ma Chance et ma Chan-
so, René Juliard, Paris 1946. Zvl. Juliette ou la Clé des Songes, s. 168. Hra poprvé vysla tiskem v kvétnu roku
1930 jako priloha parizského ¢asopisu Les Cahiers de Bravo.

27) Srov. MARTINU, Bohuslav: Julietta (Snép). Lyricka zpévohra o 3 jednanich (klavirni vytah s textem upravil
Karel Solc), Melantrich, Praha 1947. II. jednani, scéna V. Srov. téZ BOSKOVITS, M.: Krokodil, in: Lexikon der
christlichen Ikonographie, sv. 2, ed. Engelbert Kirschbaum, Herbert, Rome etc. 1990, s. 659.

28) Bohuslav Martin( se inspiroval melodii stfedovékého svatovaclavského choralu - pisné Svaty Vaclave jiz
ve své kantaté Ceska rapsodie z roku 1918.

29) Viz MARTINU, Bohuslav: Pozndmky k cyklu hry o Marii, Divadelni list, ro¢. 10, & 14, Brno,
2. 2. 1935. Srov. téZ SAFRANEK: Divadlo Bohuslava Martind, op. cit. v pozn. 4, s. 206-208.
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¢ervna roku 1933 vyménil s dramatikem a divadelnim kritikem Stanislavem MojziSem-Lomem
(1883-1967), tehdejsim feditelem Narodniho divadla v Praze (1932-1939).%°

Prvni pisemny kontakt se Stanislavem Lomem navazal Martin(i 3. 3. 1933; ukazuje
se, Ze ho jiz tehdy zaujaly nékteré legendy o smrti z Bretagne a Ze mél v té dobé nacrt-
nutou zakladni osnovu své budouci opery Hry o Marii. Ostatné Lomovi v tomto prvnim
dopise sdéluje:

Chtél bych spiSe styl a formu lidovych her, a rovnéZ ne celovecerni operu, nybrz
ti'i nebo ¢tyii hry rozdilné a ne dlouhé. Néco ze zlomkl naSich mythi, ale uprave-
no lidové, dosti brutalné, abych ekl venkovsky, skoro ve stylu stiredovékych her, kde
bych mohl uZziti to, co se i dfive jmenovalo ,Ja musique profane‘. Pisi Vam svoji ideu
jen v hrubych rysech, protoZze sim nemam dosud piesny sujet, na kterém bych urcité
vysvétlil svoji mysSlenku, ale v kazdém pripadé by to byly staré hry nebo legendy upra-
vené pro soucasnou scénu.

Z dochovanych ¢tyf dopist Bohuslava Martin(i maji v uvedeném kontextu nejvétsi vy-
znam posledni dva. Treti dopis, zaslany Lomovi z PafiZe 8. 4. 1933, naznacuje, Ze navrh
na zpracovani svatovaclavské latky ziejmé nabidl skladateli sdm autor dramatu Svaty

Vaclav.t

Vazeny pane,

dékuji Vam srdec¢né za Vas dopis a za navrh ohledné dramatu o Sv. Vaclavu. Jestlize
se shodujeme v zdkladnim feSeni dramatu jako scénického mysteria, tedy Vas ujistu-
ji, Ze by mne sujet velmi ldkal ku praci. S&m bych také nemyslel na tuto formu jako
na slavnostni operu, nybrZ spiSe jako, mohu-li to tak definovati, scénické oratorium.
Reseni jako operu by mi ponékud piekaZzelo, a myslim, Ze neni souc¢asné ani dobfie
mozné. Shodujete-li se s mym nazorem, byl bych velmi rad, kdybyste mi poslal Vase
drama, piripadné s navrhem Vaseho feSeni a ja bych Vam napsal svoji ipravu, kterou
byste dle Vasi viile zkorigoval. Pies to, Ze by dilo bylo psdno pro scénu, chtél bych
se hlavné vyhnouti theatralnimu pathosu opery, ktery by urcité ptisobil rusive, zvlas-
té v dile s historickym sujetem. Prosté, spiSe odosobnéné, spiSe lidské Feseni by mne
mnohem vice zajimalo a myslim, Ze je to i Va$ nazor. [...]

30) Korespondence Bohuslava Martinl se Stanislavem MojziSem-Lomem je uloZena v Literarnim archivu
Pamatniku narodniho pisemnictvi v Praze a je soucasti Lomovy pozUstalosti. Viz LA PNP, ¢. pt. 57/68/1572-
1575. Srov. dale KIRSCHNEROVA, Jana: Inventar literérni poztistalosti Stanislava Mojzise-Loma, Literarni archiv
Pamatniku narodniho pisemnictvi, Praha 1981, edice inventard ¢. 385, s. 24. Celkem se jedna o Ctyfi dopisy
Martin(i Lomovi, datované 1) Cannes, 3. 3. 1933 (Zadost o spolupraci na libretu pro nové dilo, které by se mélo nést
v duchu lidovych her, na zplisob Zanru Legendly o sv. Dorot€), 2) Pafiz, 29. 3. 1933 (prosba o vyjadieni, zda Lom hodla
na nové opere spolupracovat), 3) Pafiz, 8. 4. 1933 (Martin(i poprvé navrhuje spolupraci na svatovaclavském namétu),
4) Pariz, 25. 6. 1933 (Martind informuje o svych scénickych predstavach a nazorech na vztah libreta a hudby, konkreti-
zovanych na Lomoveé hie Svaty Vaclav). Tfi kopie Lomovych odpovédi na Martint dopisy jsou rovnéZ soucasti této
pozUstalosti, srov. LA PNP, ¢. pt. 57/68/3593-3595, viz KIRSCHNEROVA, op. cit., s. 49.

31) MOJZIS-LOM, Stanislav: Svaty Vaclav. Tragicka hra z Geskych déjin, Aventinum, Praha 1929. Hra byla
poprvé provedena jako slavnostni predstaveni svatovaclavského milenia na prazském Narodnim divadle
28.9. 1929 v reZii K. H. Hilara. Lom své drama pozdéji pfepracoval a vydal (L. Maza¢, Praha 1935). V této nové
Gpravé a novém nastudovani s obnovenou Hilarovou reZii byl Svaty Vaclav poprvé proveden na scéné Narodniho
divadla 7. 6. 1935.
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Davody, pro¢ nakonec svatovaclavsky sujet Martind opustil, jsou nepfimo obsazeny

v poslednim dopise, ktery skladatel odeslal Lomovi z PafiZze 25. ¢ervna 1933:

Vazeny pane,

omlouvam se Vam za tak pozdni odpovéd. Mam mnoho prace a obiral jsem se,
pokud mi cas stacil, rovnéz Vasi hrou, abych Vam mohl napsati néco urcitého, pokud
se ty¢e mého nazoru a moji prace. Abych se Vam upiimné vyznal, jsem dosud jesté
ponékud bezradny. Vase hra se mi samoziejmé velmi libi, ale nevidim dosud presny
charakter, ktery by na sebe vzalo feSeni operni. Nechci rovnéz tuto otazku resiti po-
vrchné, je to prili§ vazna préace, a nechci k ni pristoupiti, aniZ bych znal dosah vSech
moznosti. Také by to byla pro mne prvni prace toho druhu, a chtél bych ji podniknouti
s piresnym védomim toho, co chci délat. Mam dosud jen jakési tuseni, kterym smérem
by se prace brala, a to je spiSe FeSeni hudebni, které je stidle ohroZzeno konkrétnim
provedenim scénickym, kde, jak jsem jiz psal, bych se chtél vyhnouti vS§emu opernimu,
a také rovnéz ale bych se vystiihal, aby hra byla nudnou. Vim, zZe Vy sdm byste provedl
adaptaci hry pro operni scénu, ale ja nemohu dosud definovati sviij nazor, co se tyce
této upravy, protoZze nemam dosud spravnou predstavu ani celku, ani jednotlivych slo-
zek. Totiz urcitou predstavu celku mam, ale to nedostacuje jesté k realisaci. A pravé
7 prace tohoto druhu je dilezito miti obraz velmi detailné v duchu vypracovany a to
znamenad, premysliti véc velmi dikladné, na coz jsem dosud nemél dostate¢ny cas,
ktery je k tomu tireba. Rozvrh hry Vasi by se mi libil, pfes to myslim, Ze pro hudebni
vyraz by bylo nutno nechati jen tu nejhlavnéjsi strukturu, bez vedlejSich scén. Trochu
struc¢ny, skoro telegraficky styl dialogti by mi ov§em vadil mnoho, ale to by byla otazka
upravy. Také problem — Vaclav Boleslav by bylo nutno rychleji vyexponovat. To vSechno
jsou ostatné otazky adaptace na hudebni hru. Podle mne by hra trvala nejdéle 2 hodiny
a cely raz by byl klidny, slavnostni, jako legenda, s dvémi [sic] nebo tfemi body dra-
matického vzepjeti, jez bych nazval spiSe vnéjsi, tj. scénické, kupft. II. scéna, na hradé
nebo ve stanu Jindricha. Co se tyce vnitfniho dramatu, to by byl samoziejmé konflikt
Boleslava a Vaclava a smrt Vaclava, ale v tom bych se pravé chtél vystiihati romantic-
kého dramatismu a chtél bych, aby hudebni vyraz neopustil tén legendy, tedy vnitini,
a ne vnéjsi tragika. Ted je ovSem otazka, staci-li toto feSeni na ptisobivost scénického
provedeni operniho. Otazka, kterou bych mohl zodpovédét, az bych znal Vas projekt
operni upravy. Co se tyce lidovych vystupi, myslim, Ze by ani neprichazely v tivahu,
myslim, Ze by vypadaly spiSe jako vypli, a mam dojem, Ze by bylo nutno sbor uplatniti
spise jako doprovod nebo vykladace hry. Scény s védmou by myslim byly dobré.

Omlouvam se Vam znovu, Ze Vam pisi jen sumarné. Velmi rad bych poznal Vas
vlastni nazor, byt jen v obrysech, na usporadani hry pro operni provedeni.

Se srde¢nymi pozdravy a projevem tucty

B. Martint

P. S. Myslim, Ze by bylo spravné resiti hru, jako by méla byti napséna pro provedeni
ve volné prirodé (kupi. na hradé, jak piSete), Ze by bylo mozno se vyhnouti mnoha
vécem, které mechanicky jsou piijimany pri divadelnim, scénickém reseni a které by
v disledku mohly vyvolati moZnost nového feSeni pti provedeni divadelnim.

Z Lomovych odpovédi vyplyva, Ze dramatik skladatel(v zajem uvital. JiZ ve svém prv-
nim dopise ze 7. 3. 1933 se zminil o tom, Ze by dal prednost celoveéernimu zpracova-
ni jedné legendy pred nékolika riznymi tématy (a jako mozny namét navrhl viastni hru
o svatém Vaclavu), zaroven vSak upozornil na své pracovni vytizeni feditele prazského
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Narodniho divadla. Umélecka spoluprace by podle jeho nazoru byla mozna az v pristim
roce. O mésic pozdéji (3. 4. 1933) sdéluje Lom Martind, Ze o véci premyslel a doSel
k tomuto zavéru: ,k VaSemu Ucelu nejlépe [by se] hodilo, kdybych svoje drama o Svatém
Vaclavu zpracoval na hrdinské mysterium o tomto kniZeti a svétci. OvSem, na cely vecer,
protoZe latka toho vyZaduje, a kromé toho obecenstvo odmita program, sestaveny z né-
kolika mensich celkd...“ Pokud by skladatel souhlasil, prosil ho o vyjadreni, jakou Gpravu
dramatu by potreboval a s jakymi IhGtami by podcital.

Treti LomUv dopis ze 16. 5. 1933 se konecné dotyka jeho vlastni predstavy, jak by
mélo byt svatovaclavské téma zpracovano:

[...] Predstavuji si veliké zjednoduSeni latky k vaSemu (i mému) ucelu. Chci, aby
byl zachovan pohyb na jevisti, déleném na ti'i roviny: popiedi pro drobné scény lidové
(Mastic¢kar ve staroceské literature), stfed pro velika sola, pozadi pro sbory. [...]

Hudebné i dramaticky si to predbézné rozvrhuji na tii dily, vesmés s tstiredni funkci

Prvni: konfrontace kniZete Vaclava s ¢eskou vlasti (Védma, zastupce pohanského
mythu, tu nabude vétsi platnosti nez v dramatu)

Druha: konfrontace Vaclavova s némeckoiimskym césarstvim, ono znamé premo-
Zeni Jindticha Pta¢nika

Treti: konfrontace Vaclavova s bratrstvim: prohra Boleslavova krvavého ¢inu. Klat-
ba vrazdé. Novy ¢lovék, nova vira: Nedej zahynouti !

Napiste mi, prosim, co nejpodrobnéji, jak vy si predstavujete déjovy piredpoklad pro
svou skladbu, abychom si dobie rozuméli. Myslim, Ze oratoriem se to viibec nesmi na-
zvat a s mysteriem si to jesté rozmyslime. Snad staci legenda, ale na to vSechno je dost
casu. [...] Byl uz vysloven zajem na provedeni také nékde na Hrad¢anech, napt. ve tie-
tim nadvoii, mezi hradem a kostelem. Tykalo se to mé hry, ale myslim, Ze by mnohem
vhodnéji se k tomu dalo pouzit této nové skladby, jakmile bude ustdlena v Nar. divadle.
A docela laicka prosba: zachovejte co nejvice, zejména v zavéru, svatovaclavsky choral.
Na Smetanovo pouziti Bozich bojovniki tu ¢eka jesté analogie. |...]

Vzajemna vyména nazorld mezi Martinll a Lomem ukazuje, Ze dramatik mél predstavu
slavnostniho, reprezentativniho celovecerniho dila, ale skladatel ve své koncepci zasta-
val jiz zcela jinou vizi, odliSnou od klasického chapani operniho dramatu, které vychazelo
jesté z divadelni a operni estetiky 19. stoleti. Tragicky namét mucednické Vaclavovy smrti
se vzpiral uplatnéni lidovych profannich prvkl a je mozné, zZe praveé pateticky ton Lomova
dramatu skladatele odradil od operni realizace této latky.

® POMLUVA

Ve skladatelové korespondenci s basnikem Miloslavem Buresem z 20. 4. 1956 32 a 22. 5.
1956 32 je zmin&n napad zpracovat kratkou povidku Antona Pavloviée Cechova formou
jednoaktové komické opery.3* Martin( ji v dopise z 20. 4. 1956 oznacuje jako Pomluva

32) Pamatnik Bohuslava Martin(i v Policce, sign. PBM KB 6.

33) Pamatnik Bohuslava Martin(i v Policce, sign. PBM KB 645.

34) MAYROVA, Katefina: B. Martinti - jeho pFatelé, Zaci a soudasnici ve svétle korespondence, dochované
v praZskych instituciondlnich i privatnich fondech, in: Colloquium Bohuslav Martin(, His Pupils, Friends and
Contemporaries, Ustav hudebni védy Filozofické fakulty Masarykovy univerzity, Brno 1990, s. 105-111.
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a struéné charakterizuje BureSovi jeji obsah.®® DalSim dokumentem, ilustrujicim sklada-
telllv zajem o tento namét, je strojopisna synopse libreta s rukopisnym pfipisem Martind,
ktera pochazi z literarni pozUstalosti Bedficha Slavika.®® Druha strojopisna synopse libre-
ta a xerokopie anglického tisku této Cechovovy povidky (The Slanderer), z néhoz Martinti
nejspiSe vychazel, jsou ulozeny v pozlistalosti Charlotty Martind.3” Komicky namét o trap-
né prihodé ucitele krasopisu Sergeje Kapitonyce Achinéjeva Martinl zaujal a jediné po-
stupujici smrtelna choroba ho odvedla od planu uskutecnit ,novou Prodanou®.

S kazdym literarnim namétem pracoval Bohuslav Martind velmi samostatné a krea-
tivné, s porozuménim pro konecny divadelni tvar zamysSleného baletniho nebo operniho
opusu. Nerealizované prace nejsou v tomto ohledu vyjimkou. O Sifi skladatelovych zajma
a inspiraci z oblasti svétové i nasi literatury svédci jeho dochovana privatni a Gredni kore-

spondence a nabizi dalsi moznosti, jak na tuto sondu navazat.

Stanislav Mojzis-Lom

Fotografie / Photograph, Vanék Praha
NM-CMH, fond Urbanek

35) CECHOV, Anton Pavlovié: Celd Rus (vybor z povidek). Klevety, Vydavatelstvo DruZstevni prace, Praha
1950. Viibec poprvé vysla tato povidka separatné v Petrohradé r. 1883 (Casopis Oskolki, ¢. 46, 12. 11. 1883,
s. 4-5).

36) Pamatnik narodniho pisemnictvi v Praze - Literarni archiv, ¢. pf. 1210/2000. Bedfich Slavik zamyslel na-
psat monografii o0 M. BureSovi, a proto si zapUjéil od BureSovy rodiny vybrané materialy. Touto cestou se kopie
synopse ocitla ve Slavikové pozUstalosti.

37) Synopse libreta je odborné zpracovana v Pamatniku Bohuslava Martint v Policce (soubor nenotovych au-
tograf(i Bohuslava Martind, signatura PBM Na 55). Martin(i ¢erpal z anglického pfekladu Hermana Bernsteina
(Globe and Commercial Advertiser, London 1901).

62 W Musicalia 1-2 / 2009



The Unfinished

Stage Works
of Bohuslav Martint:

New Findings from
his Personal and Professional Correspondence*

KATERINA MAYROVA

Based on unknown and previously unpublished letters of Bohuslav
Martint from ca. 1917 to 1956, the author discusses several subjects

for musical-dramatic works this Czech composer considered but never
realized: Peter Pan by J.M. Barrie, Okna do mlhy (Windows into the Mist)
by Jan Havlasa, Stara historie (An Old Story) by Julius Zeyer,

Svaty Vaclav (St. Wenceslas) by Stanislav Mojzis-Lom, and The Slanderer
by A.P. Chekhov. The letters are presented either in full or in quotations
that contain their most important passages. Each is accompanied by
commentary placing Martinti’s thoughts in the context of their time.

The study is a contribution toward knowledge of Martinti’s aesthetic
opinions and his work with literary subjects.

opera - ballet - Martini - correspondence - Peter Pan - literary subject -
Czech music of the twentieth century - Julius Zeyer - A.P. Chekhov

Bohuslav MartinG (1890-1959) lived at a time when technological development was
quite advanced, but in comparison with today’s generation of artists he was still
‘deprived’ of such conveniences of modern technology as e-mail, fax, and the internet.
His life abroad from 1923 until his death and his cosmopolitan way of living meant he
had to rely mainly on written correspondence for contact with his homeland and with
many of his places of work abroad, in both personal and professional matters.
Fortunately for today’s researchers, it has been possible to catalogue an enormous
quantity of written source materials pertaining to Martind, including a large amount
of his correspondence with the most varied persons, music ensembles, associations,
offices, and cultural institutions, e.g. with theatres, publishing houses, and copyright

1) This study was first presented at an international musicological conference on The Stage Works of Bo-
huslav Martint in the Context of Their Time, held by the Bohuslav Martind Foundation 15-17 Dec. 2000 in
Prague. The author’s intent was to draw attention to some previously unknown and unpublished letters of
Martin(i having a bearing on the subject of the conference.
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organizations.? All these assembled sources help to reveal the sometimes complicated
paths of Martin(’s personal life, providing insight into his inner thoughts-so closely
associated with the world of musical visions and fantasy-and allow us to clarify the
background against which his seemingly hidden but thus all the more purposeful struggle
to realize his artistic credo was played out.

Martind’s preserved and published professional correspondence with colleagues
in the sphere of musical theatre (e.g. with Vitézslav Nezval, Jindfich Honzl, FrantiSek
Muzika, and Vaclav Talich) demonstrates convincingly his absolutely unbiased, open,
and searching attitude toward everything related directly to finding an ideal form for
any musical-dramatic or ballet subject. MartinG made public most of his fundamental
artistic notions and ideas concerning musical drama, especially opera, at the times of
his premieres, sometimes in argumentative articles and essays. In any case evaluation
of his numerous operatic and ballet works confirms the impression that he was the
type of artist who constantly sought new subjects, stimuli, and challenges to achieve
the optimal artistic solution to various problems with which musical theatre of the time
was concerned. Although it is clear that his operas and ballets contain certain constant
elements in their subjects that always lured him toward musical treatment,® it is not
appropriate to view his musical-dramatic works only as a sort of internally interconnected
developmental arch.

A considerable portion of the important source materials relating to Martin(l’s
musical and theatrical poetics has already been published in a large work by his friend
the diplomat Milos Safranek (1894-1982), who also deserves much credit for promoting

2) See Bohuslav Martint: Dopisy domu. Z korespondence do Policky (Bohuslav Martind’s Letters Home: From
the Letters to Polika), ed. I1Sa Popelka, Prague: Mladé fronta, 1996. On p. 8 in his introduction Popelka men-
tions 633 catalogued letters Martin(i addressed to members of his family now deposited in the Pamatnik Bo-
huslava Martin(i (Bohuslav Martint Memorial) in Policka. And MAYROVA, Katefina, Bohuslav Martind (inventar
fondu korespondence z praZzskych instituci a privatnich zdroji (Bohuslav MartinG: An Inventory of Correspond-
ence Held by Prague Institutions and Privately), Prague: Narodni muzeum - Muzeum ¢eské hudby (National
Museum - Museum of Czech Music), 1989. This catalogue of Martin(’s correspondence, mainly held in Prague
institutions, shows 1,333 items inventoried by that time.

With establishment of the Nadace Bohuslava Martint v Praze (NBM-the Bohuslav Martin(i Foundation in Pra-
gue) and the Institut Bohuslava Martind (IBM) in the 1990s a research centre was formed in Prague having
international outreach, whose aim is to continue systematically in collecting and professional cataloguing of
all accessible musical and non-musical sources related to Martind’s life and work. An inseparable part of the
IBM’s musicological research consists of searching for additional correspondence of Martind and professional
evaluation thereof. By 30 June 2008 there was a total of seventy-nine sets with copies of Martin(l’s correspon-
dence inventoried at the IBM, of which fifty-eight sets have been computer-catalogued in the KPwin system so
far and twenty-one are inventoried chronologically. The number of items of correspondence catalogued syste-
matically can be estimated at ca. 3,000.

3) Cf. e.g. BREZINA, Ale$, ‘David Pountney o Reckych pasijich’ (David Pountney on The Greek Passion [an
interview with the British stage director on the occasion of the world premiere of the previously-unknown first
version of this opera]), Harmonie, 1999, No. 9, pp. 14-15.
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Martind in both Czech and foreign musical circles.* In recent years continuing collection
and cataloguing of Martind’s correspondence has led to discovery of new and interesting
documents-letters written not only by Martind himself but by his contemporaries and
collaborators.

The points of view from which we examine this correspondence may vary widely and
may include both publishing policies of various publishing houses® and e.g. Martin(’s
activities in seeking suitable subjects for treatment as ballets or operas. Thus from these
letters we learn about Martin(’s intentions and plans in the area of theatre that remained
unfulfilled. He sometimes devoted considerable efforts to pondering a certain theatrical
subject before deciding in favour of different, more suitable material. At other times
he considered setting literary material to music only briefly, soon abandoning the idea
when he realized the material was not appropriate for musical-drama treatment. In any
case, however, these rejected subjects represent a part of Martind’s creative potential:®
among other things they reveal one important trait of his work-openness and maximum
receptiveness to the most varied inspirational stimuli. This trait was subconsciously
anchored in his creative method and allowed him to devise a musical-dramatic form
without clinging to a single point of view. He proceeded with analogous openness e.g. in
relations with various publishing houses when he negotiated with several parties at the
same time concerning publication of his operas and ballets.

® PETER PAN

One of the letters in which MartinU writes about a subject suitable for treatment as a ballet
is an undated letter apparently written not long after 1916, addressed in all likelihood to
the choreographer and ballet master of the National Theatre in Prague Augustin Berger

4) Cf. SAFRANEK, Milo$, ed., Divadlo Bohuslava Martint (The Theatre of Bohuslav Martin(), Prague: Editio
Supraphon, 1979. Concerning Martin(’s stage works see also e.g. PECMAN, Rudolf, ed., The Stage Works
of Bohuslav Martind, Prague, 1967; KARBUSICKY, Viadimir, ‘Der ertrdumte und nacherlebte Surrealismus.
Martin(is Oper Juliette ou La clé des songes’, in Theorie der Musik. Analyse und Deutung. Hamburger Jahr-
buch fir Musikwissenschaft, Band 13, Hamburg: Laaber Verlag, 1995, pp. 271-336; Opernworkshop 1999.
Bohuslav Martinu: Griechische Passion, Bregenz: Bregenzer Festspiele GmbH, 1999; DOSTALOVA, RuZena -
BREZINA, Ale$, Recké pasije. Osud jedné opery. Korespondence Nikose Kazantzakise s Bohuslavem Martint
(The Greek Passion: The Fate of One Opera-Correspondence of Nikos Kazantzakis with Bohuslav Martin(),
Prague: Set Out, 2003; and RENTSCHOVA, Ivana, Anklénge an die Avantgarde. Bohuslav Martintis Opern der
Zwischenkriegszeit, Stuttgart: Franz Steiner Verlag, 2007.

5) See MAYROVA, Katefina - KLOS, Richard, ‘K problematice souborného kritického vydani dila Bohuslava
Martin(’ (Issues Concerning the Complete Critical Edition of the Works of Bohuslav Martin(), in Kritické edice
hudebnich pamatek. Sbornik prispévk( z konferenci katedry muzikologie Filozofické fakulty Univerzity Palac-
kého v Olomouci v letech 1993 a 1994 (Critical Editions of Musical Monuments: A Collection of Contributions
from Conferences of the Department of Musicology of the College of Liberal Arts of Palacky University in Olo-
mouc in 1993 and 1994), Olomouc: Univerzita Palackého, 1996, pp. 105-10.

6) Martin('s searches for inspiration for his works in world literature are discussed e.g. in MIHULE, Jaroslav,
‘Bohuslav Martin( a svétova literatura’ (Bohuslav MartinG and World Literature), in Hudba slovanskych narodd
a jeji vliv na evropskou hudebni kulturu (Music of Slavic Nations and Its Influence on European Musical Cul-
ture), Brno, 1981, pp. 197-202. Concerning the content of the torso of Martin(’'s personal library held today
in the collections of the Bohuslav MartinG Memorial in Policka cf. also BREZINA, Ales, ‘Knihovna Bohuslava
MartinG’ and ‘Knihovna Bohuslava Martint II' (Bohuslav Martin(i’s Library [an article published in two parts]),
Hudebni rozhledy, Vol. 48 (1995), No. 3, pp. 33-35 and No. 4, pp. 32-33.
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(1861-1945).” Martind refers to the same subject in passing in a letter to Stanislav
Novak,® but only the letter to Berger, where Martin( offers his new ballet for assessment
and describes its plot, allows us to understand that this was a new fairy-tale subject in
no way related to his previous ballet Stin (The Shadow), and was also far removed from
his future orientation toward Sumerian literature as manifested in his ballet Istar (1918-
23).° However, the fairy-tale subject Martini was considering is not lacking in elements
of fiction and dreamy fantasy with major emphasis on the role of reminiscence-features
characteristic of his personal style.1°

Martin(i writes:

Esteemed master!

I take the liberty of troubling you in the matter of my ballet, as to whether its
performance may be expected.!' Please try to exert your powerful influence with the
director. After all, this ballet poses such modest demands that staging it is almost
nothing for the National Theatre, and I don’t have to tell you how much this would
mean to me. I thought it would be with Coppélia. Master, I beg of you, let me know-can
it be expected that this piece will be staged this season? And I also ask your advice in
one other matter. During my last visit you spoke of a lack of ballets. Master, I would
have a full-length ballet for you on which I'm presently working, and I should like
your advice as to whether the libretto meets the requirements of the theatre. Allow
me to give you a brief summary. I wrote the libretto myself, with partial usage of an

7) This letter was purchased by the Bohuslav Martini Foundation in Prague in 1997 from the Erasmus anti-

quarian dealership in Basel, Switzerland and is now deposited with the Foundation. In addition, the Theatrical

Division of the Historical Museum of the National Museum in Prague possesses memorabilia from the estate of

Augustin Berger (Catalogue No. H 6 P 63/64) including a letter from Martind to Berger of 28 August 1921.

8) Bohuslav Martin(it Memorial in Poli¢ka, Acquisition No. 33/1978/3, letter from Martinu to Stanislav Novak

dated ‘in PoliCka 22 [month illegible]’, probably written in 1917. On pp. 3-4 of this letter Martin( writes:
Otherwise | have been working on that new full-length ballet, which I'll explain to you in Prague; it is very
nice and fine, and the libretto is by me (also a little by Mr. J.M. Barie [sic], who died in England in 1888 [sic]).
And | already have a whole section of it lasting half an hour.

This letter is mentioned in MIHULE, Jaroslav, Bohuslav Martind. Profil Zivota a dila (Bohuslav Martint: A Profile

of His Life and Work), Prague: Editio Supraphon, 1974, p. 200. That the subject had nothing to do with Marti-

nu’s later ballet Istar is evident only from the particular content of the letter now being published for the first

time.

9) Concerning the ballets Stin and Istar, including their genesis and stagings, see SAFRANEK, op. cit., espe-

cially pp. 19-20 and 22-25.

10) See especially PECMAN, op. cit., in particular two studies therein: HALBREICH, Harry, ‘Bohuslav Martindi

und die Welt des Traumes’ (pp. 57-74) and MIHULE, Jaroslav, ‘Der Mensch und die Welt im musikdramatischen

Schaffen Bohuslav Martinds’ (pp. 75-95).

11) Here Martint apparently has in mind his ballet Stin, which he finished at Christmas in 1916 and which

he was trying in vain to have staged at the National Theatre in Prague at that time. Otakar Ostrcil, dramaturg

of the opera of the National Theatre during that period, criticized the work in his assessment of 2 Dec. 1919.

See SAFRANEK, op. cit., p. 119.
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English story by J. Barrie.!? It involves a young girl, Maemie,'> who had herself locked
in Kensington Gardens overnight. The prologue is in a children’s bedroom in the
morning. Maemie and her little brother are just getting up, and during breakfast their
mother tells them about those gardens, about the elves, about Peter Pan, etc., until
Maemie gets the idea of having herself locked in the gardens overnight, which she
arranges with her brother. This is spoken. The ballet doesn’t begin until the first act,
when Maemie is actually locked in. (The brother runs away.) Hardly has the gate shut
when the trees begin to stretch and walk about, which passes into a dance. Here and
there little fairies come out and weave amongst each other. A fairy named ‘Hnédinka’
[a Czech translation of Barrie’s ‘Brownie’-translator’s note] runs in and carelessly
falls into some sort of puddle, from which she is rescued by Maemie. In the meantime
a procession of fireflies approaches, and then a procession of elves, fairies, and the
queen of the fairies and flowers Mab together with a foreign prince who, she says, has
come to win the heart of one of the fairies. The fairies dance before him, but a doctor
finds that his heart remains cold. Until finally Hnédinka triumphs. Maemie applauds
loudly in joy over the good fortune of her friend. Everyone falls silent. They turn on her,
Maemie flees, and the whole crowd chases her about the stage until Maemie collapses
exhausted. But in the meantime Hnédinka has won a pardon for her. Suddenly it begins
to snow and the fairies ponder how to save Maemie, until finally it is decided that they
will build a cottage over her, which happens. The cottage is finished and in the distance
sounds the pipe of Peter Pan. Everyone runs to the back and off the stage. This could be
the end of the first act. Then: everything as before. Peter Pan enters and plays his pipe.
Maemie wakes up and climbs out of the little house through the roof. Then the two are
introduced and Maemie dances with Peter Pan. They Kkiss and Peter Pan promises to
show Maemie the fairies’ festival. He plays his pipe and fairies run in from all sides,
etc. The prince also enters, and Hnédinka and the queen, and they watch the dance in
which Maemie also participates. In the end the elves perform a sort of little play and
dawn arrives, the gates open, and the whole crowd runs away. Through the gate come
Maemie’s little brother and their mother. Maemie runs to them and leaves with them.
Along the way she tells them the events of the night. They walk off the stage and the
curtain falls. This is the second act.

The third act takes place after a lapse of time, perhaps ten years. Maemie, now
a young woman, comes to the gardens to refresh the memories of her childhood. She
comes to the place where it all happened and sits down on a bench. Little butterflies
circling around her head lull her to sleep, and in her sleep Maemie sees everything
again. Hnédinka, the prince, the queen, Peter Pan, etc., enter, everything as before,
except that the dancing seems to be in the distance (perhaps behind a thin curtain
as in Z pohadky do pohadky [From Fairy Tale to Fairy Tale-a ballet by Oskar Nedbal-
translator’s note|, and most importantly this ballet, unlike the earlier one, is performed
entirely by children. All the dancers are little, including Hnédinka, the prince, Peter
Pan, and all the fairies—everyone. They dance and Maemie is enticed by her memories.

12) ‘Barrie, Sir JJames] [Matthew]’, in The Cambridge Guide to Literature in English, ed. lan Ousby, Cam-
bridge: Cambridge University Press, 1988, p. 66. Also ‘Barrie, Sir James (Matthew), Baronet’, in The New Ency-
clopaedia Britannica, Vol. 1, A-Bayes, Chicago etc., 1993, p. 916. Barrie first introduced the character of Peter
Pan in stories published in 1902 under the title The Little White Bird. Then in 1904 came the play Peter Pan.
The fairy tale about Peter Pan was published in London in 1911 under the title Peter and Wendy.

13) Martind uses the form ‘Maemie’ for the name of the main heroine, whom Barrie calls ‘Mamie’. For Peter
Pan MartinG uses the forms ‘Peterpan’, ‘Peter-pan’, ‘Piterpan’, and ‘Piter-pan’. Underlining of words in the trans-
lation of Martin(’s letter is according to the original.
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In her sleep she begins to dance slowly with them. Then she wakes up and everything
disappears before her eyes. Maemie is astonished and calls for Peter Pan. But nobody
appears—-only an echo comes back. Maemie is sorry about all this like a child and feels
that something has disappeared from her life, something beautiful that will never
return. She continuously calls for Peter Pan and goes deeper and deeper into the
gardens, from which her voice can be heard growing more distant. Only the echo of
the call for Peter Pan comes back again and again, and little fairies run onto the stage
with Peter Pan; they want to show themselves to Maemie somehow, but it’s no longer
possible. That was then, but now it’s vanished. With this the scene ends and from the
distance Maemie’s voice calling for Peter Pan can still be heard.

And now I beg your pardon that I’'ve interrupted your work with this long letter.
And I’'m so bold as to ask your opinion as to whether you might need this ballet for the
theatre. I already have half of the first act completely finished, and I think during the
winter I’ll complete it. So once more I beg your pardon and

remain

in deepest respect
Bohous Martint
Policka

Comparison of the story of Martind’s intended ballet with J.M. Barrie’s works available
in English and/or in Czech translation leads us to conclude that Martind must have
been using one of the earlier English editions of the children’s fairy tale about Peter
Pan, namely Peter Pan in Kensington Gardens (London: Hodder and Stoughton Limited,
1906). Martin(i did not understand English at that time, but he may have used a German
translation or, more likely, one of his friends or acquaintances may have translated the
story for him, e.g. Gabriela Cechova, Alice Masarykova, or Karel Musek.** The fairy tale
of the boy Peter Pan who never grew up and his adventurous encounters with the girl
Mamie in Kensington Gardens won immense popularity among young readers and was
published in two more editions in 1912 and 1929 as well as in adapted versions.'® The
first Czech translation did not appear until 1925.1° Martin( adhered to Barrie's story only
in his first two acts; the closing third act, as he described it to Berger in the quoted letter,
was of his own invention.

14) No separate publication of this story, e.g. as a literary supplement to the Policka magazine Jitfenka (Morn-
ing Star) or one of the Prague cultural revues of the time, has yet been found. It is possible that Karel Musek, who
had been engaged by the National Theatre as an actor in 1889, who served as a stage director there from 1902
to 1920, and who translated some of Barrie’s plays, or perhaps one of the members of the ‘English colony in
Prague’ of that time, may have met Martin( and given him an outline of Barrie's story-although in his outline of
the ballet libretto MartinG tended to use Czech translations of the original English names. Cf. also ROSSOVA-HU-
SOVA, Marcela, ‘Karel Musek’, in Lexikon Geské literatury (An Encyclopaedia of Czech Literature), Vol. 3/1, M-0,
Prague: Academia, 2000, pp. 384-85.

15) This book was published as retold by D.S. O’Connor under the title Peter Pan Keepsake (London: Chatto
& Windus, 1907), and in an adaptation by G.D. Drenman as simply Peter Pan (London: Mills & Boon, 1909).
I thank Graham Melville-Mason for this information, and Michaela Freemanova for help in comparing the Eng-
lish editions.

16) BARRIE, J.M., Petr Pan v Kensingtonském parku (Peter Pan in Kensington Park), trans. Jirka Mal&, Prague:
Prazska akciova tiskarna, 1925, in the series Détska Cetba. Sbirka kniZzek pro déti (Children’s Reading: A Col-
lection of Books for Children), ed. Milena Jesenska.
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® WINDOWS INTO THE MIST

Additional interesting documents that inform us about a literary subject MartinG
abandoned in the end are two letters of his from the 1920s to the Czech literary historian,
theatre critic and poet Otokar Fischer (1883-1938)* concerning the novel Okna do mihy
(Windows into the Mist) by the Czech prose writer and journalist Jan Havlasa (1883-
1964),'® whom Martint had asked directly for permission to use this story as the basis
for an opera libretto.’® The two letters to Fischer indicate he was still considering the
subjectin late July 1920, as shown e.g. by the part of the first letter where he describes in
some detail the content of the second and third acts of the intended opera. The mystical,
symbolic orientation of this work would place it still within Martin(i’s first compositional
period. However, the path to the then-fashionable Japanese subject was not simple.

The papers from Havlasa’'s estate include a printed copy of four stories published
under the collective title Four Japanese Tales (Prague: Czechoslovakian Foreigners’ Office,
1919).2° Martint apparently received the third of them, called ‘The Darling of the Gods’,
with a girl heroine named O-Take-San, for musical treatment some time before he and the
writer agreed on use of a different Japanese story of his for an opera, namely Okna do mlhy,
as described in detail in Martini’s letter to Fischer which corresponds to that novel.

The uncatalogued part of the papers from Havlasa’s estate includes a letter he wrote
to his long-time friend Miloslav Haluza dated 9 November [should be December] 1959
where he says:

Sometime in 1920 Martini wanted me make Okna do mlhy into a libretto for him,
but I told him I no longer had time because we were preparing to leave for Brazil.
With my permission he wrote the first act himself, and (he said) set it to music, but he
asked me to get him staff paper in Paris for the whole score. I did so, and sent him the
package from Paris, but he never even thanked me.*!

Martind treated Havlasa’'s work freely, keeping only the names of the main heroes
O-gin-san and Genzhiro in this story of unhappy love, and two important sites of the
action-The Maidens’ Mountains and Yoshiwara.?? He then asked Otokar Fischer,
a renowned literary expert, for advice:

17) Pamatnik narodniho pisemnictvi v Praze (Memorial of National Literature in Prague), Literary Archive, in
the collection from the estate of Otokar Fischer, Acquisition Nos. LA PNP 43/56-67/92. The first of the letters
is dated ‘In Poliéka, 8 May 1920’, and the second ‘Poli¢ka, 24 July 1920". Cf. also MOURKOVA, Jarmila, Inven-
tar literarni pozlstalosti Otokara Fischera (Inventory of the Literary Estate of Otokar Fischer), Prague: Literarni
archiv Pamatniku narodniho pisemnictvi, 1990, Inventory No. 487, p. 21.

18) Cf. TAXOVA, Eva, ‘Havlasa, Jan’, in Lexikon éeské literatury (An Encyclopaedia of Czech Literature),
Vol. 2/1, H-J, Prague: Academia, 1993, pp. 106-08.

19) See SAFRANEK, op. cit., pp. 27-28. Havlasa's letter granting MartinG permission to write his own libretto
using his Japanese subject is dated 20 March 1920.

20) Literary Archive of the Memorial of National Literature in Prague, papers from the estate of Jan Havlasa,
Acquisition No. 24/2000.

21) Cf. also Havlasa's postcard of 2 May 1920 sent to Martin(i from Paris. This postcard is found in the pa-
pers from the estate of Marie Martin(, deposited in the Bohuslav Martin Memorial in Poli¢ka.

22) Remotely resembling Havlasa’s subject is Julius Zeyer's ‘Japanese novel’ Gompaci a Komurasaki (Gom-
pachi and Komurasaki), published in Prague by Eduard Valecka in 1884. Joe Hloucha conceived the theme
of tragic love differently in his series of stories Polibky smrti (Kisses of Death), published in Prague by Josef R.
Vilimek in 1912, where one of the heroes in the story ‘Chramova tanecnice’ (The Temple Dancer) is the knight
Kuroda Gendzir6.
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Honoured sir!

I take the liberty of describing for you the continuation of the story. The first act
ends in reconciliation. O-gin-san parts with Genzhiro and an off-stage chorus ends
the whole act. Act II. The chrysanthemum festival in Tokyo, in Yoshiwara. Hustle and
bustle in the streets, prominent use of the chorus. Genzhiro enters with his sister, who
tells him that O-gin-san’s father has been imprisoned and that O-gin-san has sacrificed
herself and gone to Yoshiwara to work as a geisha. Genzhiro is crushed and throws
himselfinto the streaming crowd to look for her. O-gin-san enters and recalls Takasaki
and Genzhiro. Suddenly she stops and feels Genzhiro’s closeness, his presence.
Genzhiro enters. Their meeting, highly dramatic, and their agreement to submit to
fate and death together. The whole act is very busy, with constant assistance from the
chorus during the festival, thus laid out broadly.

Scene change. A meadow in the Maidens’ Mountains (from the first act). A short act
in which the two lovers part with the land, with everything, recall their childhood, etc.
A completely reconciled, luminous, and calm act, in which the approaching death is
aredemption and affirmation through faith in the happiness that both will experience at
their next meeting. They come to the edge of a chasm and throw themselves down.*

ActIIl. A meadow in the Maidens’ Mountains. Mild bustle on the stage. Pilgrims take
turns going to the temple. Genzhiro arrives, decrepit, chaotic, and mad. The crowd
talks about him and explains his love and his failed attempt at a shared death. Genzhiro
shows complete indifference to everything. A large chorus of pilgrims comes to the
temple from afar. During the worship service some well-known sayings are heard and
attract Genzhiro’s attention. He reminiscences about experiences of the past. When he
recalls O-gin-san, her voice is heard calling him from off stage, and it seems to Genzhiro
that he sees a black butterfly fluttering about. He follows it to the edge of the chasm
and plummets into it. This whole monologue including the off-stage aria of O-gin-san
is periodically interrupted by a spoken parlando of the chorus of pilgrims chanting out
their prayers and waxing into a sort of religious delirium, constantly strengthening, so
this act promises to be very effective dramatically.

Scene change. Apotheosis. (Everyone in the background, only vaguely visible).

The white shadows of a funeral procession. Genzhiro kneels. O-gin-san enters and
lifts him to herself, and both walk into the distance on a luminous path. Here of course
the whole apparatus is deployed. High choruses of women and children, orchestra of
piccolos, flutes, and violins off stage, etc.

With this the opera ends. In the whole work, however, I'll make changes according
to how I proceed in composing it and according to how long the individual scenes are,
so that it will be unified. But only occasional changes—the main action remains. I thank
you for your willingness and trouble. Please let me know your opinion and your advice;
I shall be glad to be guided by them. Allow me to congratulate you on the success of
Heracles. With cordial greetings and respectful regards to your gracious wife,

in deep respect

B. Martinti

So far it has not been possible to determine whether Fischer answered Martind or in
what way.

23) The subject of shared suicide of lovers is frequent in Japanese drama and literature, where the term
‘shinju’” means death out of love. In Havlasa’s novel the main characters O-gin-san and Genzhiro-the pair of
lovers condemned by fate-decide to commit suicide together under the wheels of a passing train. However,
only O-gin-san dies; Genzhiro survives, but is psychically disturbed and has a permanently disfigured face.
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Dopis Bohuslava Martinii Otokaru Fischerovi / Bohuslav Martini’s Letter to Otokar Fischer
Policka, 8. 5. 1920, rukopis, citat z 1. strany dopisu /

Policka, on 5 May, 1920, manuscript, quotation from the first page of the letter

Literarni archiv Pamatniku narodniho pisemnictvi (LA PNP) /

The Literary Archive of the Museum of Czech Literature, ¢&. pt. / shelf-mark 43/56

® AN OLD STORY

Another idea of Martin(’s that remained unrealized was that of setting Julius Zeyer’'s
comedy Stara historie (An Old Story) to music as a comic opera. In 1922 he corresponded
in this matter with the Czech Academy for Sciences, Literature, and Art, asking the
institution’s Section IV for permission to set the play to music.?* So far neither a libretto
nor any music for this opera have been discovered. It is interesting, however, that Zeyer’s
play may have provided an idea Martin( used fifteen years later in his opera Julietta:
a crocodile as a symbol for ridiculing a rejected suitor. Although with Zeyer this motive
is only episodic (see p. 8 in Act | in the 1906 edition),?® in Julietta the scene of Julietta
ridiculing Michel during their meeting in the forest constitutes one of the most dramatic
moments. The original text of Neveux's play:

Si c’est bien cette image-la, il me semble que vous étiez completement ridicule et
que j’ai ri seulement parce que ’appartement de mes parents est plein de crocodiles

24) See SAFRANEK, op. cit., p. 28. Cf. also MAYROVA, Katefina, ‘Korespondence Bohuslava Martint s Ceskou
akademii véd a uméni’ (Correspondence of Bohuslav Martin(i with the Czech Academy of Sciences and Art),
independent supplement to Hudebni véda (Musicology), Vol. 37 (2000), Nos. 1-2, especially pp. 23-24.

25) ZEYER, Julius, Dramaticka dila Il (Stara historie - Sulamit - Sarka) (Dramatic Works, Vol. II: An Old Story,
Sulamit, Sarka), Prague: Unie, 1908, pp. 1-85, especially p. 8.
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empaillés ramenés des colonies, et que vous m’avez rappelé le plus gros de ces
crocodiles.?

is paralleled by a sentence in Czech saying:

You were utterly ridiculous, and I laughed because we had many stuffed crocodiles
at home and you reminded me of the biggest one!*’

Without attempting to determine which source (Zeyer or Neveux) was primary for
the crocodile symbolism in Julietta, we can be certain that this symbol was a relatively
frequent migratory motive in the European literary and dramatic tradition of the first third
of the twentieth century.

® SAINT WENCESLAS
In the 1930s, i.e. just at the time Martint was beginning to seek an ideal subject for his
new, modern conception of operatic drama, he was fascinated for a time with the story
of svaty Vaclav (St. Wenceslas) from Czech national history.?® In his article ‘Poznamky
k cyklu Hry o Marii’ (Notes on the Series The Plays of Mary)® he mentioned that he
sought material in Czech folk theatre and in Medieval liturgical drama. From here the
path led to a subject symbolically connected with the figure of Prince Wenceslas, martyr
and patron of the Czech lands, as we learn from correspondence Martin(i exchanged
from March through June 1933 with the playwright and theatre critic Stanislav Mojzis-
Lom (1883-1967), director of the National Theatre in Prague from 1932 to 1939.%°
Martind established written contact with Lom in a letter of 3 March 1933, which shows
that already at that time he was interested in some legends about death from Brittany, and
that he had a basic outline sketched for his future opera Hry o Marii. Otherwise he wrote:

26) NEVEUX, Georges, Thé tre. Le Voyage de Thésée, Juliette ou la Clé des Songes, Ma Chance et ma Chan-
son, Paris: René Juliard, 1946; see especially p. 168 in Juliette ou la Clé des Songes. This play was first pub-
lished in May 1930 as a supplement to the Parisian journal Les Cahiers de Bravo.

27) Cf. MARTINU, Bohuslav, Julietta (Snép). Lyricka zpévohra o 3 jednanich (Juliette or The Key to Dreams:
A Lyrical Opera in Three Acts), piano-vocal reduction with text prepared by Karel Solc, Prague: Melantrich, 1947,
Act I, Scene V. Cf. also BOSKOVITS, M., ‘Krokodil’ in Lexikon der christlichen Ikonographie, Vol. 2, ed. Engelbert
Kirschbaum, Rome, etc.: Herbert, 1990, p. 659.

28) Martin(i had already been inspired by the melody of the medieval chant Svaty Vaclave (Oh, St. Wenceslas)
in his cantata Ceska rapsodie (Czech Rhapsody) from 1918.

29) See MARTIND, Bohuslav, ‘Poznamky k cyklu Hry o Marii’ (Notes on the Series The Plays of Mary), Divadel-
ni list (Theatrical News), Vol. 10, No. 14 (Brno, 2 Feb. 1935). Cf. also SAFRANEK, op. cit., pp. 206-08.

30) Martinl’'s correspondence with MojZis-Lom is deposited as part of Lom’s papers in the Literary Archive of
the Memorial of National Literature in Prague (Acquisition Nos. 57/68/1572-75). Cf. also KIRSCHNEROVA, Jana,
Inventar literarni pozistalosti Stanislava Mojzise-Loma, Prague: Literary Archive of the Memorial of National Liter-
ature, 1981, editions ofinventories No. 385, p. 24. Inallthere are four letters from Martintto Lom, dated 1) Cannes,
3 March 1933 (a request for collaboration on a libretto for a new work in the style of folk plays, in the manner
of Legenda o sv. Doroté (The Legend of St. Dorothy); 2) Paris, 29 March 1933 (asking whether Lom intended
to collaborate on the new opera), 3) Paris, 8 April 1933 (proposing for the first time collaboration on a St. Wen-
ceslas story), and 4) Paris, 25 June 1933 (giving information on his ideas about theatre and his opinions on
the relation between libretto and music, using the example of Lom’s play Svaty Vaclav). Three copies of Lom’s
replies to MartinU’s letters are also contained in his papers. Cf. LA PNP, Acquisition Nos. 57/68/3593-95). See
KIRSCHNEROVA, op. cit., p. 49.
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I would probably prefer the style and form of folk plays, and not a full-length opera
but rather three or four plays contrasting and not long. Something from fragments of
our myths, but adapted in folk style, rather roughly, in rural fashion so to speak, almost
in the style of Medieval plays, where I could utilize that which was called even earlier
‘la musique profane’. I am giving you my idea only in rough outlines, because I myself
don’t yet have a precise subject through which to explain my conception definitely, but
in any case they would be old plays or legends adapted for the modern theatre.

Of Martin(’s four preserved letters to Lom it is the last two that have the greatest
importance for our purposes here. The third letter, sent to Lom from Paris on 8 April
1933, indicates that the proposal for Martin( to treat the St. Wenceslas story came from
the author of the drama Svaty Vaclav himself.3!

Respected sir,

I thank you heartily for your letter and for the proposal concerning the drama about
St. Wenceslas. If we agree on the basic treatment of the drama as a stage mystery, then
I assure you that the subject would strongly entice me to work. I, too, would not think of
this form as a celebratory opera, but rather more as a staged oratorio, if I can so define it.
Treatment as an opera would be somewhat of an impediment to me, and I don’t think it’s
even feasible at the present time. If you agree with my opinion, I would be very glad if you
would send me your drama, possibly with your suggestion for treatment, and I would write
you my adaptation, which you would correct according to your wishes. Although the work
would be written for the stage, I should like mainly to avoid the theatrical pathos of opera,
which would certainly be a distracting factor especially in a work with a historical subject.
A simple, rather depersonalised, rather human treatment would interest me much more,
and [ think this is your opinion as well [...|

The reasons why in the end Martind abandoned the St. Wenceslas story are suggested
indirectly in the last of his letters to Lom, sent from Paris on 25 June 1933:

Respected Sir,

I apologize for answering so late. I have much work, and as soon as I had time I turned
my attention to your play so that I could write you something definite about my opinion and
my work. I must confess frankly that I'm still rather at a loss. Of course I like your play very
much, but so far I don’t see the precise character that an operatic treatment would take.
And I don’t want to handle this matter superficially: this project is too serious, and I don’t
want to approach it without knowing the full range of possibilities. Also it would be the first
work of this type for me, and I should like to undertake it with precise awareness of what
I'want to do. So far I have only a sort of sense of the direction the work would take, and that
is rather a musical treatment, which is always threatened by the particular staging, where,
as | have already written, I should like to avoid everything operatic, but I would also like
to prevent the play from being boring. I know that you yourself would adapt the play for
the operatic stage, but so far I can’t define my opinion concerning this adaptation because

31) MOJZIS-LOM, Stanislav, Svaty Vaclav. Tragicka hra z Seskych déjin (St. Wenceslas: A Tragic Play from
Czech History), Prague: Aventinum, 1929. The play was first performed on 28 September 1929 in the National
Theatre in Prague on the occasion of the millenium of Wenceslas’s death, directed by Karel Hugo Hilar. Later
Lom reworked and published his drama (Prague: L. Maza¢, 1935). It was given for the first time in this new
version with a new staging, again with Hilar's stage direction, in the National Theatre on 7 June 1935.
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I don’t yet have a proper idea either of the whole or of the individual components. Actually
I have a certain idea of the whole, but this is not yet enough for realization. And precisely
for a work of this type it is important to have a very detailed image of it worked out in one’s
mind, and that means thinking the matter through very thoroughly, for which I haven’t yet
had as much time as is needed. I would like the layout of your play, but nevertheless I think
that for musical expression it would be necessary to leave only the most major structural
components, without secondary scenes. However a somewhat brief, almost telegraphic style
of dialogue would bother me very much-but that would be a matter of adaptation. Also, the
issue of Wenceslas/Boleslav would have to be presented more quickly. Anyway, these are
all questions of adaptation for a musical play. In my opinion the play would last two hours at
most, and the whole character would be calm, ceremonial, like a legend, with two or three
points of dramatic intensification, which I would call rather outward, i.e. staged, e.g. the
second scene, at the castle, or in Henry’s tent. As concerns the internal drama, that would
of course be the conflict between Boleslav and Wenceslas, and the death of Wenceslas, but
it is precisely here that I should like to avoid romantic dramaticism, and I should prefer
that the musical expression not depart from the tone of a legend, i.e. inward rather than
outward tragedy. Now, however, there is the question of whether this treatment is sufficient
for a staged operatic performance to be effective-a question I would be able to answer only
when I come to know your proposal for an operatic adaptation. As concerns the folk scenes,
I think they would be out of the question. I think they would look rather like filler, and
I have the impression it would be necessary to use the chorus rather as accompaniment or
as an interpreter of the action. The scenes with the seer would I think be good.

I apologize once more for writing to you only in a summary fashion. I should be
very glad to learn your own opinion, even if only in outline, for adapting the play for
performance as an opera.

With cordial greetings and respect,

B. Martint

P.S. T think it would be good to treat the play as though it were to be written for
performance in the open air (e.g. at a castle, as you write), that one could avoid many
things that are accepted mechanically in theatrical treatment on stage, and which
consequently could evoke the possibility of a new treatment in theatrical performance.

Lom’s answers indicate that he welcomed Martin(i’s interest. Already in his first letter,
of 7 March 1933, he mentioned that he would prefer a full-evening treatment of one
legend rather than several different subjects-and as a possible subject he suggested his
own play about St. Wenceslas. But he also pointed out his heavy work load as director of
the National Theatre in Prague. In his opinion he would not be able to engage in artistic
collaboration until the next year. A month later, on 3 April 1933, Lom wrote to Martin(
that he had been thinking over the matter and reached the following conclusion:

What would suit your purpose best is if | were to adapt my drama about St. Wenceslas
as a heroic mystery play about this prince and saint-but for a full evening, because the
subject requires this, and besides audiences reject a program put together from several
smaller units.

He asked that Martin(, provided he agreed, tell him what kind of adaptation of the
drama he would need and by what deadlines.
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Lom'’s third letter, of 16 May 1933, finally concerns his own ideas for how the St.
Wenceslas subject should be treated:

[-..] I imagine the material much simplified for your (and my) purpose. I want to
preserve motion on the stage, divided into three levels: the foreground for small folk
scenes (the Quack in Old Czech literature), the middle for big solos, the background
for choruses. [...]

Musically and dramatically I am laying it out provisionally in three parts, all centred
around the St. Wenceslas motive (in the broadest sense of the word, not just the motive
of the chant):

First: Prince Wenceslas confronting his Czech homeland. (The Seer, representing
pagan myth, will take on greater importance here than in the drama.)

Second: St. Wenceslas confronting the Holy Roman Empire; the well-known defeat
of Henry the Fowler.

Third: St. Wenceslas confronting the brotherhood: the defeat of Boleslav’s bloody
deed. Denunciation of the murder. New humankind, new faith: Let us not perish!

Please write me in the greatest possible detail how you imagine the action as a basis
for your composition, so that we understand each other well. I think it must not be
called an oratorio at all, and we’ll think more about the idea of a mystery play. Perhaps
it suffices to call it a legend, but there is enough time for all that. [...] Interest has
already been expressed also in a performance somewhere at the Prague Castle—for
example in the third courtyard between the castle and the church. This pertained to my
play, but I think this new composition could be used for this much more suitably, once
it gets established at the National Theatre. And I have a request as a lay person: use the
St. Wenceslas chant as much as possible, especially at the end. An analogy to Smetana’s
use of ‘Warriors of God’ is still awaited [...]

The exchange of opinions between Martind and Lom shows that while the dramatist
imagined a celebratory, showpiece work lasting a whole evening, the composer argued for
a completely different vision, unlike the traditional understanding of an operatic drama
still based on the theatrical and operatic aesthetic of the nineteenth-century. The tragic
story of Wenceslas’s death as a martyr resisted the use of folk, ‘profane’ elements and it
may have been precisely the tone of pathos in Lom’s drama that dissuaded Martin(i from
an operatic treatment of this material.

® THE SLANDERER

In Martin(’s letters to the poet Miloslav Bures of 20 April 195632 and 22 May 19562 he
mentioned an idea to adapt a short story by Anton Pavlovich Chekhov as a one-act comic
opera.3* The letter of 20 April identifies the story as The Slanderer and briefly describes

32) Bohuslav MartinG Memorial in Policka, Catalogue No. PBM KB 6.

33) Bohuslav Martini Memorial in Poli¢ka, Catalogue No. PBM KB 645.

34) MAYROVA, Katefina, ‘B. Martin( - jeho pratelé, Zaci a soudasnici ve svétle korespondence, dochované
v prazskych institucionalnich i privatnich fondech’ (Bohuslav Martin(-His Friends, Pupils, and Contemporaries
in the Light of Correspondence Preserved in Prague Institutional and Private Collections), in Colloquium Bo-
huslav Martind, His Pupils, Friends and Contemporaries, Brno: Ustav hudebni védy Filozofické fakulty Masary-
kovy univerzity (Institute of Musicology of the College of Liberal Arts of Masaryk University), 1990, pp. 105-11.
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its content.®® Martin(l’s interest in this subject is also documented by a typed synopsis
of the libretto with a hand-written annotation by him found among the papers of Bedrich
Slavik.%® Another typescript synopsis and a photocopy of an English edition of this story by
Chekhov, which Martin( probably used as his basis, are deposited among materials from
the estate of Charlotte Martind.%” Martind was fascinated by this comic story about an
embarrassing experience of a calligraphy teacher named Sergey Kapitonich Akhineyeyv,
and it was only his advancing fatal illness that prevented him from realizing his plan for
‘a new Bartered Bride’.

Bohuslav Martind worked with every literary subject very independently and creatively,
with an understanding for the final theatrical form of the intended ballet or operatic work.
The works he did not realize are no exception in this respect. His preserved personal
and professional correspondence attests to the breadth of his interests in Czech and
worldwide literature and the inspirations he found there, and offers further possibilities
for research continuing along the lines of the sampling in the present study.

Narodni divadlo v Praze /

The National Theatre in Prague
Dobova pohlednice ze soukromé sbirky /
Period picture postcard

35) CHEKHOV, Anton Pavlovich, Cela Rus (All of Russia) (selected stories), ‘Klevety’ (The Slanderer), Prague:
Vydavatelstvo DruZstevni prace, 1950. This story was first published separately in St. Petersburg in 1883 in the
magazine Oskolki (No. 46, 12 Nov. 1883, pp. 4-5).

36) Literary Archive of the Memorial of National Literature in Prague, Acquisition No. 110/2000. Bedfich
Slavik intended to write a book about Miloslav Bures, for which purpose he borrowed selected materials from
Bures’s family; this is how a copy of the synopsis made its way into Slavik’s estate.

37) This synopsis of the libretto is catalogued in the Bohuslav MartinG Memorial in Policka (in the set of non-
musical autographs of Martind, Catalogue No. PBM Na 55). MartinG used the English translation by Herman
Bernstein, published in The Globe and Commercial Advertiser, London, 1901.
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J. M. Barrie:

Petr Pan v Kensingtonském parku /

Peter Pan in Kensington Gardens

llustrace na s. 81 ¢eského vydani /
Illustration from p. 81 of the Czech edition
Prazska akciova tiskarna,

Praha / Prague 1925,

fada / in the series Détska Cetba.

Shirka knizek pro déti, ed. Milena Jesenska,
preklad / translated Jirka Mal3,

Knihovna Pamatniku narodniho pisemnictvi
(K PNP) / Library of the Museum of Literature,
M 165 h 32

Sigismund Bouska:

Bajna nestvira - ilustrace k romanu

Jana Havlasy Okna do mlhy /

Mythical Monster: lllustration to the novel
Windows into the Mist by Jan Havlasa
kresba tusi, akvarel, nesignovano, nedatovano /
ink drawing, watercolor, unsigned, undated
Umélecké sbirky Pamatniku narodniho
pisemnictvi (US PNP) /

Art Collections of the Museum of Literature,
€. inv. / Inventory No. 7/94-62
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Dopis Bohuslava Martini Stanislavu MojziSovi-Lomovi /

Bohuslav Martini’s Letter to Stanislav Mojzis-Lom

Pafiz, 8. 4. 1933 / Paris, on 8 April, 1933

Literarni archiv Pamatniku narodniho pisemnictvi (LA PNP) /

The Literary Archive of the Museum of Czech Literature,
¢. inv. / Inventory No. 57/68-1574
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Joseph Haydn: Die Schopfung, arie Uriela /
Uriel‘s aria Mit Wiird‘ und Hoheit angetan
(Hob:XXI:2)

Opis arie upravené

pro fimskokatolickou bohosluzbu,

titulni list psany Vinzenzem Maschkem /
Transcription of an aria

for Roman catholic mass,

title page by Vinzenz Maschek

NM-CMH 1,XB 8

Vinzenz Maschek: Aria in Dis

Dobovy opis pofizeny roku 1799 v Plzni
FrantiSkem KrZepelkou /
Contemporary copy from 1799

made in Plzen by FrantiSek Krzepelka
NM-CMH 1, XII E 85
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Dila Vinzenze Maschka
(1755-1831)
dochovana v Hornikové
shirce hudebnin

JIRT MIKULAS

V hudebné&historickém oddéleni Narodniho muzea - Ceského muzea hudby (CMH) jsou
mimo jiné uloZeny rozsahlé sbirky, které vznikly diky sbératelskému Usili jednotlivych
osobnosti. Patfil mezi né také Ondrej Hornik (1864 -1917), profesor na Prazské konzerva-
tofi, varhanik, skladatel a organizator koncertl i hudebniho spolkového déni.t Od 90. let
19. stoleti systematicky sbiral zajimavé skladby z ddleZitych lokalit v Cechéch a &astedné
na Moravé. VétSinu své shirky poridil predevSim v prvnim desetileti 20. stoleti a jak svéd-
¢i jeho pripisy na hudebninach, dostaval je az na vyjimky darem. Nejvice notovych mate-
rialli pochazi z eskych kostelnich kar(. Svij archiv odkazal Obcanské zalozné v Karling,
odkud byl v roce 1919 pfedan do Narodniho muzea.?

Mezi autory, jejichZ skladby se v Hornikové sbirce zachovaly, patfi také Vinzenz Ma-
schek (1755-1831)3 s celkovym poctem 209 hudebnin.*

Vinzenz Maschek, vSestranny skladatel, virtuos, uditel klavirni hry, kapelnik, feditel
kudru, obchodnik s hudebninami, soudni znalec v oboru muzikalii pro celou Prahu, ¢len
prazské Tonklnstler-Sozietat a Cestny ¢len videnského spolku Kirchenmusikverein zu
St. Anna, byl bezpochyby jednou z nejvyznamnéjSich osobnosti hudebniho Zivota v Pra-

1) Hornikova sbirka obsahuje asi 15 000 rukopisnych a tisténych hudebnin od pocatku 18. stoleti do pocatku
20. stoleti, soubor nékolika set grafik a fotografii s hudebni tematikou, hudebni knihovnu (550 titul() a soubor
hudebnich nastroji (135 kus(). Pfedstavuje tak nejrozsahlejsi celek svého druhu ulozeny v CMH. Hornik sbi-
ral také biograficky material ke slovniku ¢eskych hudebnikd, nebot zamyslel napsat velké dilo o starsi ceské
hudbé.

2) STEDRON, Bohumir: Hornik, Ondrej, in: Ceskoslovensky hudebni slovnik osob a instituci, sv. 1., Statni
hudebni vydavatelstvi, Praha 1963, s. 474.

3) Psan téz Vincenzo, Wenzel, Mascheck, Massek, Vaclav Vincenc Masek. Ve zvikovecké matrice je zapsan
jako Wenceslaus Vincentius, syn Tomase Machka! On sam se podepisoval jako Vinzenz (¢i Vincenzo) Maschek.
V soucasné dobé uvadim jméno tohoto skladatele dusledné tak, jak se sdm podepisoval a jak jej uvadi nej-
novéjsi odborné slovniky: viz MIKULAS, Jifi: Maschek, in: Die Musik in Geschichte und Gegenwart. Allgemeine
Enzyklopadie der Musik begriindet von Friedrich Blume, Personenteil 11, Barenreiter, Kassel 2004, s. 1249-
1254; MIKULAS, Jifi: Maschek Vinzenz, in: JAKUBCOVA, Alena, et al.: Ceska divadelni encyklopedie. Starsi
divadlo v ¢eskych zemich do konce 18. stoleti, Divadelni Gstav, Praha 2007, s. 364-367.

4) Jde o skladby, u nichZ je alespon jednou v pramenech uvedeno celé, tedy i kfestni jméno skladatele.
V ostatnich pfipadech neni mozné prokazat, zda jsou vibec pfipisovana Vinzenzi Maschkovi, nebo jinému
skladateli z rodiny Maschk.
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ze na prelomu 18. a 19. stoleti.® V Hornikové sbirce se az na vyjimky nachazeji jeho
skladby chramové, a tak ma pro toto téma stéZejni vyznam Maschkova ¢innost feditele
kuru, jimz byl jmenovan nejprve kratce v kostele P. Marie Snézné na Novém Mésté praz-
ském (1. 7. 1794 - 31. 12. 1794) a poté u Sv. Mikulase na Malé Strané (1. 1. 1795 -
31. 10. 1831), kde plsobil témér az do své smrti. V této dobé se stal Sv. Mikulas spolec-
ze. V poloviné 90. let vyrazné zesilil Maschk(lv kompoziéni zajem o chramovou hudbu,
k jeho skladatelskému profilu vSak predevsim patfi skladby klavirni (mimo jiné prvni sku-
teéné virtuézni koncerty pro klavir zkomponované v Cechach), hudba k baletlim, pisné,
kantaty, komorni hudba a v neposledni fadé Upravy oper véetné skladeb Mozartovych.
Maschkova hudba znéla nejen v Praze, ale i v tehdejsi habsburské monarchii, Némecku,
Polsku, Svycarsku a Velké Britanii.

V souéasné dobé& se CMH podili na fedeni vjzkumného zaméru podporovaného MK
CR (MK00002327202) Osobnosti eské védy a kultury s dilgim tématem Pfinos sbéra-
telské ¢innosti Ondreje Hornika (1864 -1917) pro pramennou zakladnu k déjinam hudby
v Cechach. Do jeho rdmce jsem zasadil také sv(ij dlouholety badatelsky zajem o Vinzenze
Maschka.®

5) Hudebnivzdélani ziskal v Praze u J. N. Segera a F. X. Duschka. Koncertoval v nékolika némeckych méstech
(Berlin, Drazdany, Hamburk, Lipsko) a roku 1787 vystoupil jako prvni profesionalni hrac¢ na fortepiano v Kodani.
Diky dochovanym Udajlim o povolani v prazskych matrikach a v soupisu obyvatelstva se mizeme domnivat,
Ze byl kapelnikem v prazskych divadlech. Hral také (Casto i s manZelkou Johannou) na sklenénou harmoniku.
Velmi priznivé byla hodnocena akademie manzeld Maschkovych konana ve Vidni (Burgtheater) 21. kvétna
1791. Maschek se pokusil téZ o zdokonaleni tohoto nastroje, o ¢emz podava svédectvi zprava uvedena v Pra-
ger Oberpostamtzeitung z listopadu 1786, ktera informuje o jeho sklenéné harmonice s klaviaturou vlastni
konstrukce.

6) MIKULAS, Jifi: Klavirni variace Vincence Maska z majetku rodiny Desfourovych a Sturmfederovych z Hréd-
ku u Susice, in: Sbornik studentskych védeckych praci, Filozoficka fakulta Univerzity Karlovy, Praha 1988,
s. 203-223; MIKULAS, Jifi: Klavirni dilo Vaclava Vincence Maska (1755-1831). (Variace a koncerty pro
Kklavir a orchestr), [s.l.], 1989, notova pfil. Filozoficka fakulta Univerzity Karlovy; MIKULAS, Jifi: Koncert pro
klavir a orchestr Es-dur V. V. Maska, Hudebni véda, rog. 27, 1990, &. 3, s. 253-273; MIKULAS, Jifi: Klavir-
ni koncerty Vaclava Vincence Maska. Koncert E-dur (sign. Il G 60) a Koncert C-dur (sign. Il G 59) ze sbirek
Statniho zémku v KroméFizi, Opus musicum, rog. 22, 1990, ¢. 4, s. XVIII-XXIIl; MIKULAS, Jifi: Vinzenz Ma-
schek und seine Opernparaphrasen, in: Miscellanea musicologica, ro¢. 35, Univerzita Karlova, Praha 1996,
s. 43-96; MIKULAS, Jifi: Das Ehepaar Maschek - bedeutende Darsteller des Prager Musiklebens auf
der Wende des 18. und 19. Jahrhunderts, in: SKULJ, Edo: Maskov zbornik, DruZina, Ljubljana 2002,
s. 7-15; MIKULAS, Jifi: Konzertorgeln in den figuralen Kirchenkompositionen von Jan Kttitel KuchaF und Vinzenz
Maschek, in: CERNY, Jaromir - KOCH, Klaus Peter: Mitteleuropaische Aspekte des Orgelbaus und der geistlichen
Musik in Prag und den bdhmischen Landern. Konferenzbericht Prag 17.-22. September 2000, Edition IME Band
8, Studio, Sinzig 2002, s. 117 - 124; MIKULAS, Jii: Kozacky tabor na Starém Mésté prazském L. P. 1785, Divadelni
revue, ro¢. 13,2002, &. 3, s. 86-99; MIKULAS, Jifi: Hudebni skladatel Vinzenz Maschek (1755-1831), vyznamny
zvikovecky rodak, in: Sbornik Muzea Dr. Bohuslava Horéaka, ¢. 15, Muzeum Dr. Bohuslava Horaka, Rokycany 2003,
s. 55-72; dale viz pozn. €. 3.

Vystava k 240. vyro¢i narozeni V. Maschka se konala od 2. 11. 1995 do 6. 1. 1996 v Lobkovickém paléaci
na Prazském hradé. K této prileZitosti byl vydan katalog - MIKULAS, Jifi: Ausstellung zum 240. Geburtstag des
bedeutenden Prager Musikers, Jifi Mikula$ & Narodni muzeum - Muzeum éeské hudby, Praha 1995. Pfiloha
k nému obsahuje soupis exponatt, vybranych z originalnich autografli, nototisk a dobovych opisti Maschko-
vych dél i z dalSich pramend k jeho Zivotu a dilu.
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Dila Vinzence Maschka v Hornikové shirce hudebnin

Prace na tematickém katalogu dél Vinzenze Maschka’ vyZaduje, aby byly prozkou-
many nejraznéjsi hudebni sbirky, nejen ona Hornikova, tfebaze ma velky vyznam. P¥i
studiu kazdé sbirky se zamérfuji na problémy, které spolu Uzce souvisi: potvrzeni autor-
stvi a datace dél tohoto skladatele.® Vzhledem k tomu, Ze neni zachovana Maschkova
pozlstalost, nemame a pravdépodobné ani mit nebudeme uceleny soubor notovych au-
tografll, korespondenci ¢i pfipadné osobni deniky nebo autobiografii. Nemame k dispozi-
ci ani tematicky Ci alespon netematicky soupis jeho dél pofizeny kratce pred smrti nebo
kratce po smrti skladatele.® Nevime tedy, kdy a jaka dila vlastné zkomponoval a kolik
jich bylo. Autografl V. Maschka zname do dnesnich dnd jen nékolik a ty jsou vSechny
nedatované.’® Dale je dochovano nékolik aZz na jednu vyjimku nedatovanych dobovych
nototiskd. VEétSinu dél Vinzenze Maschka zname prevazné z nedatovanych opisu ve for-
mé hlasového materialu. Nevime, do jaké miry tyto opisy zachycuji plvodni predstavu
skladatele (nastrojové obsazeni, uzité texty u figuralnich chramovych skladeb), a co je
daleko zavaznéjsi, nemame stoprocentni jistotu, zda jde viibec o kompozice V. Maschka.
Pripisovana mu totiZ byla i dila jinych skladatelt a naopak, jak se na prelomu 18. a 19.
stoleti stavalo celkem bézné. Velky problém predstavuji opisy a nototisky, na jejichz ti-
tulnich listech ¢i partech je uvedeno pouze pfijmeni, nebot v téZe dobé jako Vinzenz
Maschek komponoval jeho mladsi bratr Paul Maschek (1761-1826) a ve dvacatych le-
tech 19. stoleti jiz komponuji synové Vinzenze Maschka Kaspar Maschek (1794-1873)
a Albin Maschek (1804-1878).1* Je nutné si dat pozor také na zaménu dél ,prazského”
Vinzenze Maschka (1755-1831) se skladbami jeho stejnojmenného synovce Vinzenze

7) Vroce 2001 jsem ziskal grant Ministerstva kultury CR na dokonégeni tematického katalogu Maschkovych
dél. Prvni rukopisna verze tohoto tematického katalogu byla dokon¢ena v lednu 2005. V sou¢asné dobé eviduji
na 400 udajnych dél Vinzenze Maschka, dochovanych predevsim prostfednictvim dobovych opisd uloZzenych
v knihovnéach, archivech, muzeich a chramovych kdrech na Gzemi Ceské republiky, Slovenska, Némecka, Ra-
kouska, Svycarska, Madarska, Italie, Chorvatska, Rumunska, Slovinska, Polska, Belgie, Velké Britanie, Svéd-
ska, USA. Xerokopie tohoto katalogu je uloZena na Ministerstvu kultury CR.

8) Na tyto problémy jsem upozornil jiz koncem roku 2000 v Olomouci na konferenci Kritické edice hudebnich
pamatek IV a v roce 2004 na mezinarodni doktorandské konferenci Vyzkumy doktorand uménovédnych a umeé-
novychovnych obort, konané té7 v Olomouci. Viz MIKULAS, Jifi: Tematicky katalog dila Vinzenze Maschka, in:
Kritické edice hudebnich pamatek IV, Univerzita Palackého, Olomouc 2001, s. 169-175. MIKULAS, JiFi: Vinzenz
Maschek (1755-1831): Zivot a dilo, in: Miscellanea doctorandica |. Sbornik z mezinarodni doktorandské konfe-
rence ,Vyzkumy doktorandl uménovédnych a uménovychovnych obor(“, Univerzita Palackého, Olomouc 2004,
s.91-94.

9) Existuji pouze struéné a nelplné soupisy skladeb Vinzenze Maschka, které uvadéji ve svych lexikonech
J. G. Dlabacz a Gerber.

10) Ze se jedna skutedné o autografy, jsem ovéfil komparaci téchto (dajnych notovych autografl s tfemi
dosud znamymi dopisy Vinzenze Maschka: z r. 1792 (Narodni archiv Praha - fond Zemsky vybor, karton 1187,
fasc. 84/40, inv. ¢. 4089), r. 1802 (Universitatsbibliothek Johann Christian Senckenberg Frankfurt am Main,
sign. Mus. Autogr. Maschek, V.) a zr. 1817 (Bayerische Staatsbibliothek Miinchen, sign. Autogr. VIIl F Maschek
V. Mus. mss 21792). Mezi nejcennéjsi autografy patfi partitury - pracovni manuskripty pastoralni mse, nékolika
kratkych chramovych skladeb a jedina kratka skica chramové kompozice. Pojem pracovni manuskripty a jeho
definici prejimam z edi¢nich zasad Nového souborného vydani dél Antonina Dvoraka: ,Pracovni manuskripty
jsou autografy, které na zakladé mnohonasobnych zmén a korektur dokumentuji proces vzniku dila resp. poz-
déjSi prepracovani a revize...“ The New Dvorak Edition [online]. c2006 , NDE (c) 2006 [cit. 2008-07-08]. Dostup-
ny z: <http://www.antonindvorak.org/index.php?option=com_content&task=view&id=26&Itemid=32>.

11) Albin Maschek v roce 1826 dokonce zastupuje svého otce béhem jeho nemoci ve funkci fedite-
le kGru v chramu sv. Mikuldse na Malé Strané v Praze. Udaj E. Troldy. Viz pozUstalost E. Troldy, NM-CMH,
S 199/417a;b.
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Maschka (cca 1800 - cca 1875), pusobiciho v 1. pol. 19. stoleti v oblasti Banatu.'?
V téchto pripadech moznych zamén s jednotlivymi ¢leny bohaté rozvétvené skladatelské
rodiny nemuiZe byt voditkem ani pfiblizna doba vzniku opis(, zjiSténa napf. pfi studiu
filigran nebo na zakladé Zivotnich dat kopistl. Skladby ,prazského“ Vinzenze Maschka
byly totiz opisovany i po jeho smrti, a to minimalné az do konce 19. stoleti. Nabizi se za-
sadni otazky, které se vSak netykaji pouze dél Vinzenze Maschka, ale je mozné je polozit
do souvislosti s jinymi hudebnimi skladateli 18. a prvni poloviny 19. stoleti. Jaké kompo-
zice povaZovat za naprosto nezpochybnitelna dila Vinzenze Maschka? Do jaké miry ma
autor tematického katalogu vérit dobovym opisiim a nototiskim? Mame za prokazatelné
dilo Vinzenze Maschka uznat pouze kompozici dochovanou prostrednictvim notového
autografu a ostatni dila povaZovat pouze za Udajné skladby Vinzenze Maschka?

V této neutéSené situaci nam o autorstvi a dataci vypovidaji nasledujici prameny.
A) Autorstvi urcuji:
a) autografy
b) nedatované opisy svétskych ¢i chramovych skladeb,

zcasti psané Vinzenzem Maschkem

Vzhledem k adresam uvedenym na titulnich listech svétskych skladeb je zfejmé, Ze
jde o hudebniny, které Vinzenz Maschek prodaval pfimo ve svém byté. Jejich vypovédni
hodnota se témér rovna autografu. Prostfednictvim uvedenych adres je mozné urcit ale-
spon pfibliznou dobu vzniku téchto hudebnin.
c) partitury chramovych skladeb Vinzenze Maschka psané jeho synem

Albinem Maschkem

Co do urceni autorstvi se jedna o hodnovérné prameny, je vSak sporné, do jaké miry
se tyto Albinovy opisy shoduji s otcovymi autografy. Na jednom opisu Albina Maschka se
totiz nachazi poznamka, Ze jde o Upravu dila Vinzenze Maschka.
d) prevazné nedatované nototisky skladeb V. Maschka, které v Praze vydal skladatel

vlastnim nakladem

| v tomto pfipadé mame dochovanu autentickou podobu Maschkova dila. VétSinu
téchto nototiskl se podafilo presné datovat diky zpravam (resp. anoncim) v prazském
periodickém tisku.*

12) Tohoto banatského skladatele dosud svétové hudebni encyklopedie MGG a New Grove neuvadéji, do-
stupné Gdaje o ném poskytuji napf. webové stranky METZ, Franz: Romanische Weisen aus dem Banate fiir
Kdnigin Elisabeth. Auf den Spuren des Banater Komponisten Vinzenz Maschek in flinf Ldndern [online]. Franz
Metz, Miinchen ¢c2006 [cit. 2008-06-04]. Text v némciné. Dostupny z WWW: <http://www.edition-musik-sue-
dost.de/html/vincens_maschek.html>. Jeho skladby jsou mimo Banat dochovany napft. ve Vidni, Drazdanech
a Jindfichové Hradci.

13) Vycet dosud znamych adres, na kterych Vinzenz Maschek bydlel s uvedenim pfiblizné doby pobytu, urce-
né na zakladé studia prazskych matrik, uvadim v publikaci MIKULAS, JiFi: Ausstellung zum 240. Geburtstag des
bedeutenden Prager Musikers, s. 15. Viz pozn. 6.

14) Tyto zpravy mi poskytl dr. Jifi Berkovec. Prepisy zprav tykajici se V. Maschka z prazského periodického
tisku 18. stoleti jsou zahrnuty v publikaci BERKOVEC, Jifi: Musicalia v praZzském periodickém tisku 18. stoleti,
Statni knihovna CSR, Praha 1989.
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B) Dataci dél (alespon pribliznou) urcuiji:

a) zpravy, anonce a recenze v periodickém tisku

b) dobové katalogy jednotlivych sbirek

c) adresy uvedené na titulnich listech nékterych hudebnin prodavanych
V. Maschkem

d) zaznamy o dataci na opisech hudebnin

Podle anonce Vinzenze Maschka uverejnéné v prazském periodickém tisku vime, Ze
v druhé poloviné roku 1806 nabizel offertoria a gradualia s texty pro vSechny nedéle
a svatky: ferner sind Offertorien und Graduale auf jeden Sonn= und Feyertag;*® Offerto-
rien und Graduale mit dem Text aus dem Missal flir jeden Sonntag und Feyertag zu 1 fl.
45 kr.*8 VétSinu chramovych skladeb mesniho propria zkomponoval do roku 1806. Z této
skladatelovy informace vyplyva, Ze jeSté zdaleka nezname jeho veSkera offertoria a gra-
dualia. K sestaveni co nejlplnéjsiho tematického katalogu je nezbytné neustale vyhle-
davat, evidovat a peclivé prostudovat veSkeré dochované hudebniny s jeho dily, véetné
opisli pofizenych mnoho let po smrti skladatele.

S timto nahledem na problematiku urCovani kompozic Vinzenze Maschka je nutno
pristupovat i ke studiu hudebnin sebranych Ondrejem Hornikem. Otazka tykajici se pro-
venienci, ze kterych Hornik rukopisy ziskaval, je sice dlleZita, protoZe potvrzuje vyskyty
Maschkovych dé&l takika po celém Gzemi Ceské republiky, ty ale m(iZeme doloZit také pro-
stfednictvim jinych sbirek. Mnohdy dokonce staci prostudovat dodnes existujici pavodni
sbirky, z nichz Hornik hudebniny ziskal, a najdeme v nich dalSi exemplare s Maschkovymi
skladbami. U Hornika se vlastné jedna o umélou sbirku (tj. jednotliviny vytazené z jinych
pavodnich sbhirek) a pouhé sledovani provenienci by nas sice dovedlo ke konstatovani
o Sirokém geografickém rozSireni Maschkovych skladeb, vice vSak vypovida o osobé sa-
motného shératele (jaké typy sbirek ho zajimaly, které oblasti navstivil, co z téch shirek
devSim ve zplsobu zapisu jednotlivych hudebnin - zda se jedna o opisy, skladatelovy
autografy, ¢astecné autografy apod. Tim se mohou nékteré rukopisy stat vyznamnymi
prameny pro potvrzeni autorstvi skladeb. Dale je cenny jakykoli Gdaj zaznamenavajici
dataci, kdy hudebnina vznikla (pfipis opisovace), i prokazatelné jiz existovala (pfipisy
hudebnik( o provedenich). | neautorizovany opis tak mUze pfinaSet svédectvi o tom, Ze
Maschkova skladba musela byt zkomponovana pred timto datem. Uvazime-li, Ze Vinzenz
Maschek své autografy vlibec nedatoval, jsou tyto opisy neobycejné dilezitym podkla-
dem k priblizné dataci jeho dél. A v posledni roviné jde o to, zda hudebnina zachycuje
skladbu, kterou zname pouze v tomto exemplafi - jedna se o jediny znamy vyskyt.

15) MASCHEK, Vinzenz: N. 2019. Musikanzeige, K. k. priv. prager Oberpostamtszeitung, 8. 9. 1806, N. 108,
Beilage Nr. II, s. 1270.

16) MASCHEK, Vinzenz: N. 2683. Nachricht, K. k. priv. prager Oberpostamtszeitung, 28. 11. 1806, N. 143,
Beilage, s. 1682.
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Z téchto tfi vySe popsanych kritérii jsem vychazel pfi hodnoceni hudebnin s dily Vin-
zenze Maschka ve sbirce Ondreje Hornika. V tematickém katalogu dél Vinzenze Maschka
jsou skladby rozc¢lenény systematicky podle jednotlivych hudebnich druh(.*”

Hudebniny v Hornikové sbirce s dily Vinzenze Maschka pochazeji plivodné z 51 rlz-
nych lokalit na Gzemi dnesni Ceské republiky.’® Misto jejich ziskani si Ondfej Hornik pedli-
vé zapisoval zpravidla na titulni listy spolu se jménem predchoziho majitele a zplisobem
ziskani. Jestlize tyto Hornikovy Gdaje chybi, nelze plvod exemplare zjistit. Potiz ale na-
stava i v pripadé, Ze (daj o lokaci nechybi, je vS8ak mnohdy obecny a omezuje se pouze
na nazev meésta ¢i obce. Neprozrazuje, zda pramen byl soucasti hudebni sbirky taméjsi
instituce, spoluvytvarejici hudebni Zivot dané lokality, a jestli vznikl pro potfeby této insti-
tuce. Mohl se dostat do rukou mistniho majitele ze vzdalenéjsi oblasti a bez hlubsi vazby
k danému mistu. V pfipadé, Ze o historii pramene nic blizSiho nevypovidaji ani zadné jiné
pripisy predchozich majitel( ¢i opisovace a jejich jména slovnikova hesla nezachycuiji,
pomaha lokalitu zpfesnit prostudovani a porovnani s hudebninami z dochovanych shirek
mistnich instituci. Dosud se mi podafilo urcit sedm sbirek. Je to dulezité pro zpétnou re-
konstrukci plvodni sbirky a pro presnéjsi obraz historie tamniho hudebniho Zivota.

17) Systematické a nikoli chronologické fazeni katalogu se ukazalo jako nezbytné kvdli jiZ zminénym problé-
mUm s dataci skladeb (nezfidka Ize ur€it jen velmi pfibliznou dobu vzniku) a s nemozZnosti uzavfit katalog jako
definitivni (nevime, kolik skladeb Maschek zkomponoval, vzdy se muze objevit jeho dal$i skladba ndm dosud
neznama). Neustalé zpresnovani ¢i doplnovani katalogu bude tudiZ Gkolem i pro pfisti generace badatell.
Z toho duvodu jsem zvolil takovou strukturu katalogu, ktera by umoznila jeho srozumitelné zptesriovani a dopl-
novani, bez rizika zamén a nejasnosti, jaké by mohly vzniknout napf. precislovavanim katalogovych Cisel. Kaz-
dé Cislo tematického katalogu dél Vinzenze Maschka je proto nezaménitelnym identifikacnim znakem, jenz
nema souvislost s chronologii, ani s jakymkoli jinym fazenim skladeb. To umoziuje skladby v kazdé skupiné
neomezené dopliovat, nebo z katalogu vyjmout a jeho identifikaéni ¢islo ponechat navzdy prazdné s patficnym
vysvétlujicim komentarem, jestlize se napt. prokaze Maschkovo autorstvi jako mylné. Pro snadné vyhledavani
v katalogu pak slouzi rejsttiky. Katalogova Cisla budu nadéle v této studii pouZzivat, aby byly Maschkovy skladby
nezaménitelné identifikovatelné.

18) Abecedni seznam lokalit: Bohdaneé, Brandys nad Labem, Ceska Trebova, Ceské Budé&jovice, Cesky Brod,
Dobrovice, Domazlice, Dvlr Kralové nad Labem, Georgswald[e] (nyni Jifikov), Hefmanlv Méstec (Kniz. Kin-
ského archiv), Chleny, Chrudim, Ji¢in, Kostelec nad Labem, Kostelec nad Orlici, Kfemesnik, Kunnwald (nyni
Kunvald), Kvasice, Liboc (nyni Praha-Liboc), Lukavice, Lysa nad Labem, Méfin, Mlada Boleslav, Nova Cerekeyv,
Nové Benétky, Novy BydZov, Pelhfimov, Pisek, Plzen, PotStyn (nyni PotStejn), Praha - klr Tynského chramu,
Praslavice, Pfibram, Rovensko, Roztoky, RoZzmital, Rychnov nad KnéZnou, Sadska , Slany, Stara Boleslav, Streb-
sko (nyni Trebsko), Sukdol u Kutné Hory (nyni Suchdol), Skvorec, Svabin (nyni Zbiroh-Svabin), Usti nad Orlici,
Vamberk, Vlasim, Votice, VySehrad (nyni Praha-VySehrad), Zlata Koruna, Zleby.
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Dosud identifikované sbirky, z nichz byly O. Hornikovi vénovany hudebniny
s dily Vinzenze Maschka

NM-CMH, sbirka 0. Hornika Sbirka hudebnin,
z niz Hornik obdrzel hudebniny
Provenience Pocet hudebnin s dily Soucasné ulozeni sbirky Pocet hudebnin
uvedena Vinzenze Maschka s dily Vinzenze
0. Hornikem Maschka
Dobrovice 12 (z toho 2 opisy Brno, Moravské zemské 4 (z toho
Gaste€né psané rukou muzeum, Oddéleni déjin hudby | 2 opisy
V. Maschka) (provenience castecné
Dobrovice - psané rukou
FrantiSek Michalek) V. Maschka)
Domazlice 8 (z toho 1 opis Domazlice, arcidékansky kostel | 4
¢asteCné psany rukou Narozeni Panny Marie
V. Maschka)
Chrudim 1 Chrudim, arcidékansky kostel 4
Nanebevzeti Panny Marie
Mlada Boleslav 4 Statni oblastni archiv Praha, 11
Statni okresni archiv Mlada
Boleslav

(provenience
Mlada Boleslav - kostel)

Pisek 11 Pisek, dékansky kostel 4
Narozeni Panny Marie
Praha, 1 (ms. Albin Maschek) Praha 1 - Staré Mésto, 11 (z toho 3 ms.
klr Tynského chramu kostel Matky Bozi Albin Maschek)
pred Tynem
(Tynsky chram)
Slany 10 (z toho 1 opis Slany, Vlastivédné muzeum 4 (z toho
CasteCné psany rukou V. |v Slaném (provenience 2 opisy Castecné
Maschka) dékansky kostel psané rukou
sv. Gotharda) V. Maschka)

Tento postup, tzn. seznameni se s plvodni sbirkou, pokud se dochovala, volim i v pfi-
padé, Ze pripisy na hudebniné z Hornikovy sbirky vypovidaji jasné o jeji historii. Jde
o zkompletovani hudebnin s Maschkovymi dily tak, jak se nachazely v plvodni sbirce,
z niz Hornik hudebniny obdrzel. Diky tomu vime, Ze si z Maschkovych skladeb vybral
nékolik exemplaru, dalSi ponechaval na misté. Kritérium vybéru rozhodné nespocivalo
v upfednostnovani autorskych ¢i nejstarSich opisu, nebot ty nékdy zlistavaly ponechany.

Dalsi velice dllezity poznatek, ktery mi ze studia Maschkovych hudebnin v Horniko-
vé sbirce vyplynul, je ten, Ze ziejmé Ondrej Hornik minimalné jednou hudebniny ze své
sbirky mezi sebou promichal. Jedna se o pfipad, kdy dvé hudebniny z plvodné r{iznych
lokalit zachycuji zapis téze skladby. Chybéjici hlas v jedné je evidentné doplnén hlasem
z druhé hudebniny, napft. u arie Contemplando astra coeli (sign. XIl E 74), ziskané Horni-
kem z Pribrami. Celou hudebninu opisoval Joseph Hrachovec na papir s oznacenim ,zu

Prag bey Marco Berra“*® Berra v Praze oteviel hudebni nakladatelstvi az roku 1811.2°

19) Tento tiStény (daj nalezen na hlasu druhého fagotu.
20) STEDRON, Bohumir: Berra, Marco, in: Ceskoslovensky hudebni slovnik osob a instituci, sv. 1., Statni
hudebni vydavatelstvi, Praha 1963, s. 91.
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Vinzenz Maschek: Offertorium

pro Dominica Ressurectionis

Castedny autograf - titulni list

psany skladatelem /

Partial autograph - title page written by author
NM-CMH 1, XII E 95

Jediné hlas oznaceny ,Marcia“ je psan na jiném papiru, pisafem podepsanym ,Krzepel-
ka“a s dataci ,[1]799* Tento hlas se strukturou a rozméry papiru, pisafem i dataci pIné
shoduje s hudebninou se sign. Ill C 17, kterou Hornik obdrzel z PIzné. Pisar Krzepelka byl
plzenskym regenschorim. Neni vylouéeno, Ze takovych zamén hlast mezi jednotlivymi
hudebninami mlze byt v Hornikové sbirce vice.

Datace jednotlivych hudebnin z Hornikovy sbirky ma v pripadé skladeb Vinzenze
Maschka dva aspekty: urcuje dobu vzniku a doklada Sifeni a provozovani jeho dél po skla-
datelové smrti ve 2. pol. 19. a ve 20. stoleti. Nejstarsi datovanou hudebninou této sbirky
jsou pisné vyslé tiskem v Praze r. 1789 (sign. IV E 135).2* Mezi nejstarsi a nejcennéjsi ru-
kopisné hudebniny patfi exemplare ziskané z plzeniského chramu sv. Bartoloméje, psané
rukou Fr. Krzepelky a datované 1799. Plzenska lokalita je v kolekci Maschkovych skla-
deb z Hornikovy sbirky zastoupena nejpocetnéji. Celkové v tematickém katalogu skladeb
Vinzenze Maschka eviduji 17 dél, jejichz nejstarsi datace byla uréena podle notového
pramene ze sbhirky Ondfeje Hornika.

Hudebniny s kompozicemi Vinzenze Maschka v Hornikové sbirce vypovidaji také
o0 rozsahlé provozovaci praxi téchto dél jesté dlouho po skladatelové smrti. Na mnohych
Z nich jsou pripisy o provedenich po smrti Vinzenze Maschka, kromé toho byly pofizovany
také zcela nové opisy.

21) Sammlung einiger Lieder fir die Jugend: bei Industrialarbeiten mit den hiezu gehdérigen Melodien, Ge-
sammelt und herausgegeben von Franz Stiasny, K. k. Normalschul = Buchdruckerey, Prag 1789.
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K nejvzacnéjSim notovym prameniim v Hornikové sbirce patfi devét opisd chramo-
vych dél Vinzenze Maschka, z nichz kazdy je z€asti psan samotnym skladatelem.

Opisy dél Vinzenze Maschka ve shirce Ondfeje Hornika zéasti psané

samotnym skladatelem

sign. Provenience Nazev skladby CisloTK*

NM-CMH Mikulas

IXC 34 ? - 0. Hornik Jubilate Deo XXV:273
universa - Offertorium

XII D 26a Domazlice - 0. Hornik Missa Pastoralis in C XXI:5

XIl D 64b Slany - 0. Hornik Alleluja ascendit - XXv:14
Graduale

XIID 73 Kostelec nad Labem - 0. Hornik Lauda anima mea - XXVv:141
Offertorium in C

XD 75 Brandys nad Labem - O. Hornik O Redemptor O Jesu pie - | XXV:177
Offertorium

XIID 90 Kostelec nad Labem - O. Hornik Diffusa est gratia - XXV:69
Offertorium in G

XIl E 95 Kostelec nad Labem - O. Hornik 1)Terra tremuit - XXV:250 - 1)
Offertorium; XXV:192 - 2)
2) Pie gentes

XIIE 133 Dobrovice - 0. Hornik Convertere Domine - XXV:274
Graduale

XIl E 137 Dobrovice - 0. Hornik Immittet Angelus - XXv:114
Offertorium

* TK = Tematicky katalog, viz pozn. €. 7.

Kromé pavodnich dél Vinzenze Maschka nalezneme v Hornikové sbirce také nékteré
z jeho Cetnych Uprav skladeb jinych skladatel(. Mezi nejcennéjsi patfi rukopis Gpravy
Cavatiny z Mozartovy opery Le nozze di Figaro (sign. XIl E 120, provenience O. Hornik
- Brandys nad Labem), zGasti psany Vinzenzem Maschkem. Na titulnim listu je jeho
rukou uvedena adresa na Starém Mésté prazském s ¢ép. 501,22 na které bydlel mezi lety
1791-1794, jak dokladaji zapisy z matrik a Maschkova inzerce v periodickém tisku. Tato
Maschkova hudebnina vznikla az v 1. pol. 90. let 18. stoleti a je tedy dikazem obliby
Mozartovy Figarovy svatby je$té mnoho let po jejim prvnim prazském uvedeni v r. 1786.

V Hornikové sbirce je téZ dochovan opis arie Uriela Mit Wiird = und Hoheit angetan
z druhého dilu oratoria Josepha Haydna Stvoreni (Die Schépfung, Hob. XXI:2), jehoz zpév-
ni hlas Tenore je vSak opatfen latinskym textem Tibi o Numen placeat quod mentem.
Na vzniku této hudebniny se podilel sam Vinzenz Maschek. Z jeho pera pochazi titulni
strana, s6lovy zpévni hlas Tenore (véetné podloZzeného latinského textu) a pfipisy na né-
kterych hlasech.?® Jedna se patrné o jeho Upravu této arie z Haydnova oratoria pro fim-
skokatolickou bohosluZbu. O tom, Ze Vinzenz Maschek podobné lpravy pofizoval, svédci

22) Podle ¢islovani domu uzivaného pred r. 1805.

23) NM-CMH X B 8 (provenience O. Hornik - Domazlice). Hudebnina pochazi z arcidékanského kostela Naro-
zeni Panny Marie v Domazlicich. Dle pfipisu na titulni strané ,Severini Blaetterbauer || Chori=regento || a ||
Tuste.“ vlastnil tuto hudebninu Severin Blatterbauer (1801-1892), v letech 1828-1871 ucitel a feditel kiru
v Domazlicich. (STEDRON, Bohumir: Blétterbauer, Severin, in: Ceskoslovensky hudebni slovnik osob a instituci,
sv. 1., Statni hudebni vydavatelstvi, Praha 1963, s. 105).
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dobovy opis dueta se sborem z tretiho dilu Haydnova oratoria Stvoreni s latinskym textem
Quod provenit ad Domino.?* Na titulnim listu této hudebniny je nasledujici Gdaj ,di Giu-
seppe Hayden, meso per ta || Chiesa di Vincenzo Mashek [sic]“. %

Maschek pravdépodobné neupravoval pro chrdmovou potfebu pouze vokalné-instru-
mentalni skladby Josepha Haydna. Ve sbirce O. Hornika jsou dochovany dva manuskripty
pretextované arie se sborem z kantaty Quanto € mai tormentosa Leopolda Kozelucha (Pos-
tolka XIX:2),%¢ a to ve formé hlasového materialu. Oba rukopisy maiji latinsky text Quaso ad
me. Na titulnim listu prvniho z nich (sign. Xll E 88) je jako autor uveden Vinzenz Maschek.
Titulni list druhého (sign. XI C 88, Postolka XXV:4) psal Vinzenz Maschek, bez uvedeni au-
tora. Pfipis ,compos: || di Leopoldo KoZeluch.“ byl dopsan pozdéji jinou rukou. Autorem
Upravy je tedy zfejmé Vinzenz Maschek, ktery tuto hudebninu patrné prodaval.

Mezi nejvzacnéjsi hudebniny v Hornikové sbirce tykajici se Vinzenze Maschka patfi
jediny dosud znamy dobovy opis jeho Upravy opery Wolfganga Amadea Mozarta Die Zau-
berfléte pro smyccové kvarteto.?” | v tomto pfipadé jde asi o hudebninu, kterou Maschek
prodaval ve svém obchodé. Tato Uprava neni v Zzadném pripadé pouhou mechanickou re-
dukci operni partitury, jakousi orchestralni partiturou vtésnanou do ¢tyf hlasd smyécovych
nastroji. Maschek operni partituru pasivné neprejima, ale na mnoha mistech prepraco-
vava. Veskeré zasahy do plvodni predlohy vedou k jedinému cili - k vyhotoveni skvéle
znéjici a snadno hratelné kvartetni kompozice. Maschek v podstaté vytvari na zakladé
prevzatého motivického materialu a formového plidorysu novou uméleckou kvalitu. Ne-
jde tedy o pouhou Upravu (redukci) operni predlohy, ale o parafrazi, v niz hlavni roli hraje
ornamentalni variace, ve které byl Maschek velkym mistrem.?®

Albin Maschek ¢asto opisoval skladby svého otce, a to chramovou hudbu pro potre-
by kostelnich kir(. Sam vykonaval funkci regenschoriho. Jesté za Zivota otce pUsobil
pfi chramu sv. Tomase na Malé Strané, po jeho smrti se stal regenschorim u Sv. Pet-
ra na Pofici, v Tynském chramu a nakonec stejné jako on zastaval misto feditele kiru
u Sv. MikulaSe na Malé Strané. Ze svatomikulaSského klru se zachovaly v Hornikové

sbirce opisy skladeb rliznych autord, porizenych Albinem Maschkem.

Opisy skladeb Vinzenze Maschka ve sbhirce Ondreje Hornika,
pofizené jeho synem Albinem Maschkem

Sign. Provenience Nazev skladby CisloTK Mikulas
NM-CMH
XII D 101c Pfibram - 0. Hornik Ne pulvis - Motetto in D XXV:159
X1l D 103 Praha, kar Tynského Benedicite gentes - Offertorium XXV:39
chramu - O. Hornik

24) Joseph Haydn: Die Schopfung, Hob. XXI:2/15.

25) NM-CMH sine sign. (provenience Kozly). Faksimile titulniho listu oti§t&no v MIKULAS, Jifi: Music in Prague
1760-1810, Narodni muzeum, Praha [2006], s. 10.

26) POSTOLKA, Milan: Leopold KoZeluh. Zivot a dilo, Statni hudebni vydavatelstvi, Praha 1964.

27) NM-CMH XII E 126 (provenience O. Hornik - Kostelec nad Labem). Hudebnina je psana jednim anonym-
nim kopistou, ktery se podilel na vyhotoveni nékterych opist s Maschkovymi pripisy.

28) MIKULAS, Jifi: Opery provadéné v Praze v Upravéch Vinzenze Maschka, in: Praha Mozartova. Kulturni
a spolecensky Zivot v Praze 1780-1800, Archiv hlavniho mésta Prahy, Praha 2006, s. 122-126.
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Dila Vinzence Maschka v Hornikové shirce hudebnin

Z tiskl dél V. Maschka se v Hornikoveé sbirce dochovaly tfi exemplare: jiz vySe zminéné
pisni¢ky pro mladez?® a dva totozné tisky offertoria Ave Maria (sign. XIl D 85a, XII D 85b,
provenience Liboc a Ji¢in, Mikulas XXV:28), skladby hojné rozsirené jak v rukopisech,
tak tiscich. Mimo Hornikovu sbirku eviduji v tematickém katalogu dalSi tfi exemplare
tohoto tisku a 47 dobovych opis(i. Naopak znaény pocet hudebnin v této sbirce obsahuje
unikatni zapisy Maschkovych skladeb, tento pocet se vSak neustale méni v souvislosti
s pokracujicim stavem badani.

Nakonec je tfeba se zminit o skladbach nejistého autorstvi a dilech mylné pfipisova-
nych Vinzenzi Maschkovi. Pfi tehdejsi provozovaci praxi, kdy se dila Sifila prevazné ruko-
pisnymi opisy, k omylim nezfidka dochazelo, zvlasté u skladatelll chramovych dél.

Skladby sporného autorstvi. Na nékterych opisech je jako skladatel uveden
Vinzenz Maschek (1755-1831), na jinych opisech jsou za autory hudby
oznaceni jini skladatelé.

Signatura Provenience Jméno skladatele ? Nazev skladby
NM-CMH
Xl D35 Domatzlice - 1) Maschek Vinzenz Missa Pastoritia (D-dur)
0. Hornik 2) Haan Vaclav
XIID 40 Novy BydZov - 1) Maschek [Vinzenz] Missa (B-dur)
0. Hornik 2) Mozart Wolfgang Amadeus
3) Haydn Joseph
XD 43 Plzen - 1) Maschek Vinzenz Missa (Es-dur)
0. Hornik 2) Vanhal Jan Kftitel
3) Mozart Wolfgang Amadeus
XII D 47 Novéa Cerekev - 1) Maschek Vinzenz Requiem (Es-dur)
0. Hornik 2) Mozart Wolfgang Amadeus
3) Haydn Michael
4) Nerzad Wenz[el]
5) Tomaschek Vaclav Jan
Xl D 62 Vamberk - 1) Maschek Vinzenz Beatus vir - Graduale
0. Hornik 2) Roder Georg Valentin
Xl D 100 Pisek - 1) Maschek Vinzenz Estote fortes
0. Hornik 2) Dittersdorf Karel Ditters
XIIE 42 VySehrad - 1) Maschek Vinzenz Suscipe mecum -
0. Hornik 2) Mller [Wenzel] Terczetto In B
XIl E 104 Dvlr Kralové nad 1) Maschek Vinzenz Vidi Aquam -
Labem - 0. Hornik 2) Brixi Fr[antiSek Xaver] Egredientem de Templo
XII E 106 Novéa Cerekev — 1) Maschek Vinzenz Veni Sancte Spiritus
0. Hornik 2) Ryba [Jakub Simon Jan]
XIIE 110 Novy BydZov - 1) Maschek Vinzenz Pange linqua
0. Hornik 2) Vitasek Jan Nepomuk August
XIIE 130 Dobrovice - 1) Maschek Vinzenz Graduale .
0. Hornik 2) Vocet Jan Nepomuk Vaclav

29) Vizpozn. ¢. 21.
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Skladby ze sbirky Ondieje Hornika mylné pfipisované Vinzenzi Maschkovi

Signatura Provenience Jméno skla- | Nazev skladby
NM-CMH datele
XII E 88 Georgswald[e] - KoZeluch Quaso ad me - Aria con Choro in Dis.
0. Hornik Leopold Jedna se o arii z kantaty Quanto & mai tormentosa

Leopolda KozZelucha (Postolka XIX:2), upravenou pro
chramovou potfebu. Na titulnim listu mylné uvedeny
V. Maschek neni autorem hudby, nybrz
pravdépodobnym autorem Gpravy.

XII D 89 Praslavice - Sehling Josef | Pastores arva relinguite - Offertorium in G. Dochoval
0. Hornik Antonin se Sehlingliv autograf in: Praha, Archiv Prazského
hradu, Fond Metropolitni kapituly u sv. Vita,
sign. 1262

Hornikova sbirka hudebnin ma velky vyznam pro poznani a hodnoceni dila Vinzen-
ze Maschka. Obsahuje vzacné exemplare spjaté primo se skladatelem a jeho rodinou
prostrednictvim ¢astecnych autografli Vinzenze Maschka a opisl jeho syna Albina. Tyto
rukopisy se stavaji nezpochybnitelnym pramenem k uréeni Maschkova autorstvi téch-
to skladeb. Jsou zde také vzacné dochované datované hudebniny, diky nimz je mozné
v tematickém katalogu zpresnit dataci nékterych Maschkovych dél. Jedine¢né jsou pak
rukopisy Maschkovych skladeb, jejichZ zaznam se nikde jinde ve svété nezachoval.

Vzhledem k rlznym lokalitdam, ze kterych Hornik hudebniny ziskal, a k rozmanitosti
pramenu predstavuje jeho sbirka jakysi vzorek hudebnich sbirek v ceskych zemich. Sbé-
rem hudebnin sice narusil celistvost nékterych plvodnich sbirek, povédomi o proveni-
enci hudebnin se vSak snazil zachovat prostfednictvim svych pfipisd na titulnich listech.
Na druhou stranu tak zachranil alespon ¢ast hudebnin ze sbirek, které pozdéji podlehly
zkaze Casu.

Hornik svoji sbératelskou ¢innosti proved! na Gzemi nasi republiky prvni prdzkum no-
tovanych pramend, ktery mohl byt pozdéji doplnén a prohlouben projektem zabyvajicim
se evidenci hudebnich paméatek v Cechach, jehoz vysledky byly zvefejnény v publikaci
Priivodce po pramenech k déjinam ceské hudby.° Tento ve své dobé odvazny badatel-
sky po&in dal zaklad pro Souborny hudebni katalog Narodni knihovny CR, ktery je dnes
nepostradatelnym zdrojem informaci pro mezinarodni soupis hudebnich pramen(i RISM.
Cely pramenny vyzkum, na jehoz pocatku se Ondrej Hornik vyznamné podilel, ma nesmir-
nou dulezZitost pro poznani skladatelského odkazu Vinzenze Maschka. Vyznam Hornikovy
sbirky je tak i po této strance jednoznacny.

30) BUZGA, Jaroslav, et al.: Priivodce po pramenech k déjinam hudby. Fondy a sbirky uloZzené v Cechéch,
Academia, Praha 1969.
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Works by Vinzenz
Maschek (1755-1831)

in the Hornik Collection
of Musical Prints and
Manuscripts

JIRT MIKULAS

This contribution discusses issues surrounding the dissemination of
works by Vinzenz Maschek via period and later manuscript sources.
The introductory section summarizes previous research and findings
made in association with preparation of a thematic catalogue of works
by Vinzenz Maschek and other members of this family of composers.
Special attention is given to problems surrounding confirmation of
authorship and dating of works attributed to Maschek. Then the study
traces sources for Vinzenz Maschek’s works found in the music collection
of Ondiej Hornik, today deposited in the Czech Museum of Music.

It discusses briefly how Hornik’s collection originated, notes the
provenance of various items, and shows how and in what way

sources preserved in this collection can contribute to refinement and
confirmation of hitherto uncertain datings and composer attributions.

autograph - dating - Vinzenz Maschek - the Hornik collection - music
notation - sacred music - musical print - manuscript copy - thematic
catalogue - provenance - eighteenth and nineteenth centuries -
arrangements

The holdings of the Music History Division of the Czech Museum of Music include large
sets of materials that originated through collecting activity on the part of individuals.
One of those individuals was Ondrej Hornik (1864-1917)-an organist, composer, and
professor at the conservatory in Prague who was also active in musical societies and in
presentation of concerts.! Starting in the 1890s he systematically collected interesting

1) The Hornik Collection contains ca. 15,000 musical prints and manuscripts dating from the early eigh-
teenth to the early twentieth centuries, as well as a set of several hundred works of graphic art and photographs
with musical subjects, a music library with 550 titles, and a set of 135 musical instruments. It is the largest unit
of its type deposited in the Czech Museum of Music. Hornik also collected biographical material for a dictionary
of Czech musicians, because he considered writing a major work on Czech music of earlier times.
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compositions from important locations in Bohemia and to some extent in Moravia as
well. The majority of the items in his collection were acquired in the first decade of the
twentieth century; most of the musical manuscripts and prints came from Bohemian
church collections and, as shown by Hornik’s annotations thereon, were received as gifts.
Hornik bequeathed his archive to the Obcanska zalozna (Citizens’ Credit Union) in Karlin,
from which it was transferred to the National Museum in 1919.2

Among the composers whose works are preserved in the Hornik collection is Vinzenz
Maschek (1755-1831),° represented therein by a total of 209 musical prints and
manuscripts.*

Vinzenz Maschek, a well-rounded composer, virtuoso, piano teacher, conductor,
church music director, dealer in musical prints and manuscripts, court expert in the
field of music for all of Prague, member of the Tonkunstler-Sozietat in Prague, and
honorary member of the Kirchenmusikverein zu St. Anna in Vienna, was undoubtedly
one of the most important musical figures in Prague in the late eighteenth and early
nineteenth centuries.® His works contained in the Hornik Collection are almost entirely
sacred; thus of key importance for this topic is his activity as a church music director,
in which capacity he served first in the Church of the Virgin Mary (or Our Lady) of
the Snows in Prague’s New Town, from 1 July to 31 December 1794, then at St.
Nicholas in Prague’s Lesser Town (or Little Side-Mala Strana) from 1 January 1795 to
31 October 1831, i.e. until almost the end of his life. During this time St. Nicholas and
the Cathedral of St. Vitus in the Prague Castle became the most important centres for
church music in Prague.

In the mid-1790s Maschek’s interest in writing church music grew substantially, but
the main components of his compositional profile were piano works (including the first
truly virtuoso concertos for piano composed in the Czech lands), music for ballets, songs,

2) STEDRON, Bohumir, ‘Hornik Ondfej’, in Ceskoslovensky hudebni slovnik osob a instituci (Czechoslovak
Musical Dictionary of Persons and Institutions), Vol. 1, Prague: Statni hudebni vydavatelstvi (State Musical
Publishing House), 1963, p. 474.

3) Also written Vincenzo, Wenzel, Mascheck, Massek, or Vaclav Vincenc Masek. In the registry of births for
Zvikovec he is entered as Wenceslaus Vincentius, son of Tomas Machek (sic). He signed himself as Vinzenz
(or Vincenzo) Maschek. In my recent work and in the present study | spell his name consistently as he him-
self signed it, in accord with the newest scholarly dictionaries. See MIKULAS, Jifi, ‘Maschek’, in Die Musik in
Geschichte und Gegenwart. Allgemeine Enzyklopéddie der Musik begriindet von Friedrich Blume, Personenteil
11, Kassel: Barenreiter, 2004, pp. 1249-54. Also MIKULAS, Jifi, ‘Maschek Vinzenz', in JAKUBCOVA, Alena, et
al., Ceska divadelni encyklopedie. Starsi divadlo v eskych zemich do konce 18. stoleti (Czech Theatrical En-
cyclopaedia: Theatre in the Czech Lands through the End of the Eighteenth Century), Prague: Divadelni Ustav
(Theatrical Institute), 2007, pp. 364-67.

4) These are compositions for which the composer’s whole name, i.e. including the first name, is given at
least once in some source. In other cases it is impossible to determine whether the work is attributed to Vinzenz
Maschek or to some other composer in the Maschek family.

5) He gained his musical education in Prague from J.N. Seger and F.X. Duschek, gave concerts in Berlin,
Dresden, Hamburg, and Leipzig, and in 1787 appeared as the first professional player of the fortepiano in
Copenhagen. Judging by information on his occupation preserved in Prague registries of births, deaths, and
marriages and in a list of residents, it appears he worked as a conductor in Prague theatres. He also played the
glass harmonica, often with his wife Johanna; a concert given by the couple at the Burgtheater in Vienna on
21 May 1791 was received very favourably. Maschek even attempted to improve this instrument, as attested
by a report in the Prager Oberpostamtzeitung in November 1786 about his glass harmonica with a keyboard
of his own construction.
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secular cantatas, chamber music, and not least adaptations of operas including works
by Wolfgang Amadeus Mozart. Maschek’s music was performed not only in Prague but
elsewhere in the Habsburg monarchy as well as in Germany, Poland, Switzerland, and
Great Britain.

The Czech Museum of Music is presently sharing in a research projekt supported
by the Ministry of Culture of the Czech Republic (MKO0002327202) Osobnosti ¢eské
védy a kultury (Luminaries of Czech Science, Scholarship, and Culture) with the subtopic
Prinos sbératelské ¢innosti Ondreje Hornika pro pramennou zakadnu k déjinam hudby
v Cechach (The Contribution of the Collecting Activities of Ondfej Hornik to the Source
Basis for Music History in the Czech Lands). In this framework | have put to use my long-
term research interest in Vinzenz Maschek.®

My work on a thematic catalogue of the works of Vinzenz Maschek’ has required
research in the most varied music collections-not only that of Hornik, although it has

6) MIKULAS, Jifi, ‘Klavirni variace Vincence Maska z majetku rodiny Desfourovych a Sturmfederovych z Hrad-
ku u Susice’ (Piano Variations by Vincenc Masek Held by the Desfour and Sturmfeder Family of Hradek near
Susice), in Sbornik studentskych védeckych praci (An Anthology of Student Scholarly Studies), Prague: Filo-
zoficka fakulta Univerzity Karlovy (College of Liberal Arts of Charles University), 1988, pp. 203-23. MIKULAS,
Jifi, Klavirni dilo Vaclava Vincence Maska (1755-1831): (Variace a koncerty pro klavir a orchestr) (The Piano
Works of Vincenc Masek, 1755-1831: Variations and Concertos for Piano and Orchestra), s.l., 1989, 181 pp.
+ musical appendix, Filozoficka fakulta Univerzity Karlovy. MIKULAS, Jii, ‘Koncert pro klavir a orchestr Es-dur
V. V. Maska’ (The Concerto for Piano and Orchestra in E flat major by V.V. Masek), Hudebni véda (Musicology),
Vol. 27 (1990), No. 3, pp. 253-73. MIKULAS, Jifi, ‘Klavirni koncerty Vaclava Vincence Maska: Koncert
E-dur (sign. Il G 60) a Koncert C-dur (sign. Il G 59) ze shirek Statniho zdmku v Kroméfizi’ (Piano Concertos of
Vaclav Vincenc Masek: The Concerto in E flat major, Inventory No. Il G 60, and Concerto in C major, Inven-
tory No. Il G 59, in the Collections of the State Stately Home in Kromé¥iz), Opus musicum, Vol. 22 (1990),
No. 4, pp. XVII-XXIIl. MIKULAS, Jifi, ‘Vinzenz Maschek und seine Opernparaphrasen’, in Miscellanea musi-
cologica, Vol. 35, Prague: Univerzita Karlova, 1996, pp. 43-96. MIKULAS, Jifi, ‘Das Ehepaar Maschek - be-
deutende Darsteller des Prager Musiklebens auf der Wende des 18. und 19. Jahrhunderts’, in SKULJ, Edo,
Maskov zbornik, Ljubljana: Druzina, 2002, pp. 7-15. MIKULAS, Jifi, ‘Konzertorgeln in den figuralen Kirchen-
kompositionen von Jan Krtitel Kuchaf und Vinzenz Maschek’, in CERNY, Jaromir and KOCH, Klaus Peter, Mit-
teleuropaische Aspekte des Orgelbaus und der geistlichen Musik in Prag und den b6hmischen Léndern: Kon-
ferenzbericht Prag 17.-22. September 2000, Edition IME Band 8, Sinzig: Studio, 2002, pp. 117-24. MIKULAS,
Jifi, ‘Kozacky tabor na Starém Mésté prazském L. P. 1785’ (The Cossack Camp on Prague’s Old Town Square
in the Year of Our Lord 1785), Divadelni revue (Theatrical Review), Vol. 13 (2002), No. 3, pp. 86-99. MIKULAS,
Jifi, ‘Hudebni skladatel Vinzenz Maschek (1755-1831), vyznamny zvikovecky rodak’ (The Composer Vinzenz
Maschek, 1755-1831, Distinguished Native of Zvikovec), in Sbornik Muzea Dr. Bohuslava Horaka (Anthology
of the Bohuslav Horak Museum) No. 15, Rokycany: Muzeum Dr. Bohuslava Horéaka, 2003, pp. 55-72. See also
note 3.

From 2 November 1995 to 6 January 1996 an exhibition was held in the Lobkowicz Palace in the Prague Castle
for the 240th anniversary of the birth of Vinzenz Maschek, for which a catalogue was published: MIKULAS, JiFi,
Ausstellung zum 240. Geburtstag des bedeutenden Prager Musikers, Prague: Jifi Mikula$ & Narodni muzeum -
Muzeum ¢eské hudby (National Museum - Czech Museum of Music), 1995. An appendix thereto includes a list
of items exhibited, chosen from among original musical autographs, prints, and period manuscript copies of
works by Maschek and other sources pertaining to his life and work.

7) In 2001 I received a grant from the Ministry of Culture of the Czech Republic to complete a thematic cata-
logue of the works of Vinzenz Maschek, the first version of which | completed in January 2005. Presently | list
ca. 400 works attributed to Maschek, preserved mainly via period manuscript copies deposited in libraries,
archives, museums, and church collections in the Czech Republic, Slovakia, Germany, Austria, Switzerland,
Hungary, Italy, Croatia, Rumania, Slovenia, Poland, Belgium, Great Britain, Sweden, and the USA. A photocopy
of this unpublished catalogue is deposited at the Ministry of Culture.
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great importance. In studying each collection | focus on two problematic issues that
are closely interconnected: confirmation of authorship of works, and their dating.®
Because the papers from Maschek’s estate have not been preserved, we do not have and
probably never will have any substantial set of his musical autographs. Nor do we have
correspondence, diary entries, any autobiographical writings, or any list of Maschek’s
works (thematic or otherwise) made shortly before or after his death.® Thus we do not fully
know what kinds of works he composed, how many of them, or when. Only several of his
musical autographs are known, all of them undated. Also preserved are several period
musical prints, all but one of them undated. Our knowledge of Maschek’s works comes
mainly from undated manuscript performing parts written by copyists. We do not know to
what extent these parts reflect the composer’s original idea (e.g. the instruments used,
or texts in the case of sacred works with instrumental ensemble)-and what is a much
more serious problem, we cannot be entirely sure that the compositions are really by
Vinzenz Maschek. Works by other composers were ascribed to him, and vice versa, as
was quite common in the late eighteenth and early nineteenth centuries. A major problem
is presented by manuscript copies and prints whose title pages or parts give only the last
name of the composer, because Vinzenz Maschek’s younger brother Paul (1761-1826)
was composing during the same time, and by the 1820s also his sons Kaspar (1794-
1873) and Albin (1804-78).1* One must also beware of confusion between works by the
‘Prague’ Vinzenz Maschek (1755-1831) and those by his nephew of the same name (ca.
1800 - ca. 1875), who worked in the Banat region (today straddling the boundaries of

8) | drew attention to problems in these areas already late in 2000 in Olomouc at the conference Kriticka
edice hudebnich pamatek (Critical Editions of Musical Monuments), then in 2004 at the international confer-
ence of doctoral students Vyzkumy doktorandl uménovédnych a uménovychovnych obort (Research by Doc-
toral Students in Fields of Art Scholarship and Art Education), also in Olomouc. See MIKULAS, Jifi, ‘Tematicky
katalog dila Vinzenze Maschka’ (A Thematic Catalogue of the Works of Vinzenz Maschek), in Kritické edice
hudebnich pamétek IV, Olomouc: Univerzita Palackého (Palacky University), 2001, pp. 169-75. Also MIKULAS,
Jifi, ‘Vinzenz Maschek (1755-1831): Zivot a dilo’ (Vinzenz Maschek, 1755-1831: His Life and Work), in Miscel-
lanea doctorandica I: Sbornik z mezinarodni doktorandské konference ,Vyzkumy doktorand( uménovédnych
a uménovychovnych oboru” (proceedings of the above-mentioned conference in 2004), Olomouc: Univerzita
Palackého, 2004, pp. 91-94.

9) All that exists are brief and incomplete lists of his works given in the lexicons of J.G. Dlabacz and Gerber.
10) | have confirmed that they are really his autographs by comparing them with three known letters of his:
from 1792 in the National Archive in Prague, Zemsky vybor (Provincial Council) Collection, Carton 1187, Fas-
cicle 84/40, Inventory No. 4089, from 1802 in the Universitatsbibliothek Johann Christian Senckenberg in
Frankfurt am Main, Inventory No. Mus. Autogr. Maschek, V., and from 1817 in the Bayerische Staatsbibliothek
Munchen, Inventory No. Autogr. VIII F Maschek V. Mus. mss 21792. Among the most valuable musical auto-
graphs are scores (working manuscripts) of a pastoral mass and several short sacred pieces, and a single short
sketch of a church composition. | use the expression ‘working manuscripts’ as defined in the editorial principles
for the New Collected Edition of the Works of Antonin Dvorak: ‘Working manuscripts are autographs that show
numerous changes and corrections and thus document the process of origin of a work or its later reworking
and revision.” See The New Dvorak Edition online, c2006, NDE (c) 2006 (cit. 2008-07-08), at: <http://www.
antonindvorak.org/index.php?option=com_content&task=view&id=26&Itemid=32>.

11) In 1826 Albin Maschek even served as music director at the Church of St. Nicholas in Prague’s Lesser
Town, replacing his father there during an illness. This according to E. Trolda: see the collection from Trolda’s
estate, National Museum - Czech Museum of Music, Inventory No. S 199/417a;b.
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Rumania, Hungary, and Serbia) during the first half of the nineteenth century.*? In these
cases of possible confusion among members of an extended family of composers we
find no help in the approximate time of origin of manuscript copies, determined e.g. by
study of watermarks or based on biographical information about the copyists, because
works by the ‘Prague’ Vinzenz Maschek continued to be copied even after his death,
at least until the end of the nineteenth century. This raises fundamental questions
pertaining to music not only by Vinzenz Maschek but by other composers in the eigh-
teenth and first half of the nineteenth centuries as well. What compositions are we to
consider absolutely indisputable works of Vinzenz Maschek? To what extent should the
author of a thematic catalogue believe period manuscript copies and prints? Are we to
acknowledge as a work demonstrably by Vinzenz Maschek only one that is preserved in
the form of a musical autograph, and consider the others merely as works attributed to
him?

In this problematic situation we rely on the following sources for authorship and
dating.

A) Authorship is determined by:

a) autographs.

b) undated manuscript copies of secular and sacred works

written in part by the composer.

From the addresses given on title pages of some secular works it is clear that Vinzenz
Maschek offered them for sale directly at his home. Their informational value is almost
the same as that of an autograph. Via the addresses given one can determine at least
the approximate time of origin of these documents.!3

c) scores of sacred works by Vinzenz Maschek written by his son Albin Maschek.

These are valuable sources for determining authorship, but it is debatable to what
extent these copies by Albin agree with his father’s autographs: on one of Albin’s copies
we find an annotation saying it is an adaptation of a work by Vinzenz Maschek.

d) predominantly undated prints of works by Vinzenz Maschek published in Prague

by the composer himself.

In this case, too, we have an authentic form of the given work by Maschek. Most
of these prints have been precisely dated thanks to reports and notices in the Prague
periodical press.#

12) This Vinzenz Maschek of the Banat regjon so far has no article in Die Musik in Geschichte und Gegen-
wart or in The New Grove; information on him may be found e.g. in the internet-METZ, Franz, Romanische
Weisen aus dem Banate fiir K6énigin Elisabeth: Auf den Spuren des Banater Komponisten Vinzenz Maschek
in flinf Landern, Miinchen: Franz Metz, c2006 (cit. 2008-06-04)-at www: <http://www.edition-musik-suedost.
de/html/vincens_maschek.html>. Outside the Banat region his works are preserved e.g. in Vienna, Dresden,
and JindfichGv Hradec.

13) | give the known addresses where Vinzenz Maschek lived and the approximate corresponding time
periods, based on study of Prague registries of births, deaths, and marriages, in MIKU LAS, Jifi, Ausstellung zum
240. Geburtstag des bedeutenden Prager Musikers (op. cit.), p. 15.

14) These reports were provided to me by Dr. Jifi Berkovec. Transcriptions of reports in Prague periodi-
cals from the eighteenth century pertaining to Vinzenz Maschek are included in BERKOVEC, lJifi, Musicalia
v praZském periodickém tisku 18. stoleti (Musicalia in the Prague Periodical Press of the Eighteenth Century),
1st ed., Prague: Statni knihovna CSR (State Library of the Czech Socialist Republic), 1989.
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B) Dating of works (at least approximate) is determined by:

a) reports, notices, and reviews in the periodical press.

b) period catalogues of various collections.

c¢) addresses given on title pages of some musical prints offered by Maschek for sale.
d) annotations regarding dates on manuscript copies of the works.

According to notices Maschek published in the Prague periodical press we know that
in the second half of 1806 he offered offertories and graduals for sale with texts for
all Sundays and feast days: ferner sind Offertorien und Graduale auf jeden Sonn= und
Feyertag'® and Offertorien und Graduale mit dem Text aus dem Missal fiir jeden Sonntag
und Feyertag zu 1 fl. 45 kr.’® Maschek composed most of his settings of texts from the
mass proper by 1806. From the above-cited information provided by the composer we
see that he composed many more offertories and graduals than the ones we know. To
create the most complete possible thematic catalogue, it is indispensable to continually
search for, record, and carefully study all preserved musical prints and manuscripts of his
works, including manuscript copies made many years after his death.

This approach to the task of identifying compositions by Vinzenz Maschek must
be applied to study of the musical prints and manuscripts collected by Ondrej Hornik.
Although the question of where Hornik acquired his manuscripts is important because it
confirms the dissemination of works by Maschek practically all over the territory of today’s
Czech Republic, this can also be documented via other collections. Often it suffices to
study original collections still existing from which Hornik acquired his musical prints
and manuscripts, and we find that they contain additional prints and manuscripts of
Maschek’s compositions. Hornik’s collection is actually an ‘artificial’ one, i.e. consisting
of individual items taken from other original collections, and although mere tracing
of their provenance leads us to note the broad geographic distribution of Maschek’s
works, it tells us more about the collector himself-which areas he visited, what types of
collections interested him, and what attracted his attention in those collections. | see
far greater importance in Hornik’s collection as concerns Maschek in the manner of
registry of the individual items-whether they are autographs, manuscript copies in
a foreign hand, partial autographs, etc. Some of the manuscripts can thereby become
important sources for confirming authorship of the works. Also valuable is any information
pertaining to dating, i.e. when the print or manuscript originated (as in an annotation by
the copyist), or by what date it must have existed (annotations by performers): even an
unauthorized manuscript copy can offer testimony that a work by Maschek must have
been composed before this date. Because Maschek himself never dated his autographs,
these copies are an unusually important basis for approximate dating of his works. And
of prime importance is that some of these items may capture a work not known from
any other source.

15) MASCHEK, Vinzenz, N. 2019, Musikanzeige, K. k. priv. prager Oberpostamtszeitung, 8 September 1806,
N. 108, Beilage Nr. Il, p. 1270.

16) MASCHEK, Vinzenz, N. 2683, Nachricht, K. k. priv. prager Oberpostamtszeitung, 28 November 1806,
N. 143, Beilage, p. 1682.
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The three criteria described above served as the basis for my evaluation of musical
prints and manuscripts of works by Maschek in the Hornik Collection. In the Maschek
thematic catalogue compositions are arranged systematically according to various
musical genres.Y’

Musical prints and manuscripts of works by Maschek in the Hornik Collection came
originally from fifty-one different locations on the territory of today’s Czech Republic.'®
Hornik carefully recorded the places where he acquired them, as a rule on the title pages,
together with the name of the previous owner and the manner of acquisition. If he made
no such annotations then it is impossible to determine the item’s origin. Also problematic
are situations were the annotation is very general, limited to the name of the city or
town without telling us whether the item was part of a music collection of an institution
there that contributed to the musical life of the given location or whether it was made
for the needs of that institution. It may have come to the local owner from a remote
location, without any close tie to local culture. If there is no further information from other
annotations made by previous owners or by the copyist, and there are no articles about
them in dictionaries, then study of and comparison with musical prints and manuscripts
from preserved collections of local institutions is of help in refining the location. So far
| have been able to identify seven collections. This is important for reconstructing the
contents of the original collection and for refining our picture of the history of musical life
in its location.

17) The catalogue’s systematic rather than chronological arrangement proved necessary because of the
mentioned problems with dating of works; often the date can be determined only very roughly. Also, it is impos-
sible to ‘close out’ the catalogue as being definitive: we do not know how many works Maschek composed, and
a composition hitherto unknown may be discovered at any time. Continual refinement and expansion of the
catalogue will thus be a task even for future generations of researchers. For these reasons | chose a structure
for the catalogue that allows it to be refined and expanded in a comprehensible way without risking the confu-
sion that might arise e.g. through reassignment of catalogue numbers. Each number in the catalogue is an
unmistakeable identification symbol not related to chronology or to any other arrangement of the works. This
allows works to be added to each group without restriction, or to be removed-in which case the number for
the work remains forever empty with an appropriate explanatory comment if, e.g., the attribution of the work
to Maschek has proven erroneous. Indexes facilitate searches in the catalogue. In the present study | shall
henceforth use the catalogue numbers to identify works by Maschek unmistakably.

18) Inalphabetical order the locations are: Bohdaneg, Brandys nad Labem, Ceska Trebova, Ceské Budé&jovice,
Cesky Brod, Dobrovice, DomaZlice, Dviir Kralové nad Labem, Georgswald(e) (now Jifikov), Hefmandv Méstec
(the Archive of Prince Kinsky), Chleny, Chrudim, Ji¢in, Kostelec nad Labem, Kostelec nad Orlici, Kfemesnik,
Kunnwald (now Kunvald), Kvasice, Liboc (now the Liboc district of Prague), Lukavice, Lysa nad Labem, MéFin,
Mlada Boleslav, Nova Cerekev, Nové Benatky, Novy BydZov, Pelhfimov, Pisek, Plzen, PotStyn (now Potstejn),
Prague (the Church of Our Lady before Tyn), Pfaslavice, Pfibram, Rovensko, Roztoky, RoZmital, Rychnov nad
KnéZnou, Sadska, Slany, Stard Boleslav, Stfebsko (now Trebsko), Sukdol (now Suchdol) near Kutna Hora,
Skvorec, Svabin (now the Svabin area of Zbiroh), Usti nad Orlici, Vamberk, Vlasim, Votice, VySehrad (now the
VySehrad district of Prague), Zlata Koruna, and Zleby.
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Collections identified to date from which musical prints and manuscripts of works
by Vinzenz Maschek were given to Ondiej Hornik

Czech Museum of Music, Music collection from which Hornik received
the Hornik Collection the given item
Provenance given | Number of items with Present place Number of items with
by Hornik works of deposition works by Vinzenz
by Vinzenz Maschek of the collection Maschek
Dobrovice 12 (including 2 partly Brno, Moravské zemské 4 (including 2 partly in the
in the hand muzeum (Moravian Museum), | hand of Vinzenz Maschek)
of Vinzenz Maschek) Music History Division (from
Dobrovice -
FrantiSek Michalek)
Domazlice 8 (including 1 partly Domatzlice, Archdean’s Church | 4
in the hand of the Birth
of Vinzenz Maschek of the Virgin Mary
Chrudim 1 Chrudim, Archdean’s Church 4
of the Assumption of the
Virgin Mary
Mlada 4 State District Archive in Mlada |11
Boleslav Boleslav, administered by

the State Regjonal Archive in
Prague, (from Mlada Boleslav

- church)
Pisek 11 Pisek, Dean’s Church 4

of the Birth

of the Virgin Mary
Prague, 1 (in the hand Prague 1, Old Town, 11 (including 3 in the hand
Tyn Church of Albin Maschek) Church of the Mother of Albin Maschek)

of God before Tyn
(the Tyn church)

Slany 10 (including 1 partly Slany, Vlastivédné muzeum 4 (including 2 partly in the
in the hand (Czech Geographical Museum) | hand of Vinzenz Maschek)
of Vinzenz Maschek) (from the Dean’s Church

of St. Gothard)

| choose this procedure, i.e. becoming acquainted with the original collection if it has
been preserved, even in cases where annotations on an item in the Hornik Collection
provide clear information about its history. This is a matter of completing our knowledge
of musical prints and manuscripts of works by Maschek such as they were found in
the original collection from which Hornik received his items. Thanks to this information
we know, e.g., that he chose several specimens from among Maschek’s works and left
others in their original location. His criterion for selection was certainly not preference for
autographs or the oldest manuscript copies, which he sometimes passed over and left
in their original location.

Another very important discovery | made through study of Maschek’s works in the
Hornik Collection is that in at least one instance Hornik apparently mixed components
of different items in his collection. This may be the case where the same composition
is represented by two items, originally from two different locations, and a missing
performing part in one is evidently supplied from the other, e.g. in the aria Contemplando
astra coeli (Inventory No. XIl E 74), acquired by Hornik from Pfibram. The entire work was
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copied by Joseph Hrachovec on paper with the designation ‘zu Prag bey Marco Berra’.*®
Berra opened his music publishing house in Prague in 1811.2° Only the part designated
‘Marcia’ is written on different paper, signed by the copyist ‘Krzepelka’ and dated ‘[1]799’.
This part fully agrees in structure and dimensions of paper, in the identity of the copyist,
and in dating with the copy bearing Inventory No. Ill C 17, which Hornik obtained from
Plzen and whose copyist, FrantiSek Krzepelka, was a church music director in that city.
It is possible that there are further cases of such exchanges of parts among various
musical prints and manuscript copies in the Hornik Collection.

In the case of works by Vinzenz Maschek, dating of individual items of musical notation
in the Hornik Collection has two benefits: it helps determine the time of origin of the
composition, and it documents the dissemination and performance of his works after
Maschek’s death-in the second half of the nineteenth century and in the twentieth
century. The oldest dated items in this collection are songs published in Prague
in 1789 (Inventory No. IV E 135).2 Among the oldest and most valuable manuscripts are
specimens obtained from the Church of St. Bartholomew in Plzen written in Krzepelka’s
hand and dated 1799. Plzen is the most frequent place of acquisition for works by
Maschek in the Hornik Collection. In all, | list seven works in the Maschek thematic
catalogue whose earliest possible dating was determined according to a source in the
collection of Ondrej Hornik.

Musical prints and manuscripts of works by Maschek in the Hornik Collection also
give us information about the widespread performance of these works long after the
composer’s death. Many of them bear annotations about such performances, and
completely new copies were also made after his death.

Among the most precious items of musical notation in the Hornik Collection are nine
manuscript copies of sacred works by Maschek written partly by the composer himself.

Manuscript copies of works by Vinzenz Maschek in the Hornik Collection written partly by the composer
himself
NM-CMM Provenance Title of work Number in the
Inventory No. Mikulas TC*
IXC 34 ?-0. Hornik Jubilate Deo universa - Offertorium XXV:273
XII D 26a DomatZlice - Missa Pastoralis in C XXI:5
0. Hornik
XII D 64b Slany - 0. Hornik Alleluja ascendit - Graduale XXV:14
XIID 73 Kostelec nad Labem - Lauda anima mea - XXv:141
0. Hornik Offertorium in C
XD 75 Brandys nad Labem - O Redemptor O Jesu pie - XXV:177
0. Hornik Offertorium
XIID 90 Kostelec nad Labem - Diffusa est gratia - XXV:69
0. Hornik Offertorium in G

19) This information can be seen printed on the second bassoon part.

20) STEDRON, Bohumir, ‘Berra, Marco’, in Ceskoslovensky hudebni slovnik osob a instituci (op. cit.), Vol. 1.,
p. 91.

21) Sammlung einiger Lieder fir die Jugend: bei Industrialarbeiten mit den hiezu gehérigen Melodien. Ge-
sammelt und herausgegeben von Franz Stiasny, Prague: K. k. Normalschul = Buchdruckerey, 1789.
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XIl E 95 Kostelec nad Labem - 1)Terra tremuit - Offertorium; XXV:250-1)
0. Hornik 2) Pie gentes XXV:192 - 2)
XIIE 133 Dobrovice - Convertere Domine - XXV:274
0. Hornik Graduale
Xl E 137 Dobrovice - Immittet Angelus - XXv:114
0. Hornik Offertorium

* TC = Thematic catalogue; see note 7.

In addition to original works by Vinzenz Maschek, the Hornik Collection also contains
some of his numerous adaptations of works by other composers. Among the most valuable
is a manuscript of an arrangement of the Cavatina from Mozart's opera Le nozze di
Figaro written partly by Maschek (Inventory No. XIl E 120, provenance O. Hornik - Brandys
nad Labem). On the title page we find an address written in his hand-Building Number
501 on Prague’s Old Town Square-2?where he lived from 1791 to 1794, as documented
by registries of births, deaths, and marriages and by Maschek’s advertisements in the
periodical press. This manuscript was not written until the first half of the 1790s, and
thus provides evidence of the continued popularity of this opera by Mozart many years
after its first Prague performance in 1786.

Also preserved in the Hornik Collection is a manuscript copy of Uriel’s aria Mit Wiird’
und Hoheit angetan from Part |l of Joseph Haydn’s oratorio Die Schépfung (The Creation),
Hob. XXI:2, whose tenor part however has the Latin text ‘Tibi o Numen placeat quod
mentem’. Maschek himself shared in the writing of this manuscript. In his hand are the
title page, the tenor part (including the underlaid Latin text), and annotations on some
of the parts.2® Apparently this is his adaptation of this aria from Haydn’s oratorio for use
in Roman Catholic worship services. Evidence that Maschek made adaptations of this
sort is found in a period manuscript copy of a duet with chorus from Part lll of the same
oratorio by Haydn with the Latin text ‘Quod provenit ad Domino’.? Its title page bears the
following information: ‘di Giuseppe Hayden, meso per ta || Chiesa di Vincenzo Mashek
[sic].”?®

Maschek’s adaptations of works for use in church were probably not limited to vocal-
instrumental compositions by Joseph Haydn. Also preserved in the Hornik Collection are
two manuscripts of a re-texted aria with chorus from the cantata Quanto &€ mai tormentosa
by Leopold KozZeluch (Postolka XIX:2)?¢ in the form of vocal performing material. Both
manuscripts have the Latin text ‘Quaso ad me’. The title page of the first (Inventory No.
Xll E 88) gives Vinzenz Maschek as the composer. The title page of the second (Inventory

22) According to the numbering of buildings used before 1805.

23) National Museum - Czech Museum of Music X B 8 (provenance O. Hornik - Domazlice). This manuscript
comes from the Archdean’s Church of the Birth of the Virgin Mary in DomaZlice. According to an annotation
on the title page-‘Severini Blaetterbauer || Chori=regento || a || Tuste.’-it was held by Severin Blatterbauer
(1801-92), who was a teacher and church music director in Domazlice from 1828 to 1871. See STEDRON, Bo-
humir, ‘Blatterbauer, Severin’, in Ceskoslovensky hudebni slovnik osob a instituci (op. cit.), Vol. 1., p. 105.

24) Joseph Haydn: Die Schépfung, Hob. XX1:2/15.

25) National Museum - Czech Museum of Music without inventory number (provenance Kozly). Facsimile
of the title page published in MIKULAS, Jifi, Music in Prague 1760-1810, Prague: National Museum, [2006],
p. 10.

26) POSTOLKA, Milan, Leopold KoZeluh. Zivot a dilo (Leopold KoZeluh. Life and Work), Prague: Statni hudebni
vydavatelstvi, 1964.
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Vinzenz Maschek: Offertorium Benedicite gentes

Opis pofizeny autorovym synem Albinem Maschkem, posledni strana partitury

s pripisem a podpisem Albina Maschka / Copy by author’s son Albin Maschek, last page of the score

with an added text and signature of Albin Maschek

NM-CMH 1, XII D 103

No. XI C 88, Postolka XXV:4) was written by Maschek, but without giving the name of
the composer; the annotation ‘compos: || di Leopoldo KoZeluch.” was added later in
a different hand. Thus Maschek is evidently the author of the adaptation, which he
apparently offered for sale.

Among the most valuable musical items in the Hornik Collection pertaining to Vinzenz
Maschek is the only known period manuscript copy of his arrangement of Mozart’s
opera Die Zauberfléte for string quartet.?” This is again probably an arrangement that
Maschek offered for sale. It is by no means a mere mechanical reduction of the opera
score-a sort of compression of an orchestral score into the four parts of a string quartet.
Maschek did not passively transcribe the opera score, but in many places reworked it. All
his changes are directed toward a single goal-to create a quartet composition that would
sound splendid and be easily playable. In essence he created new artistic value based
on borrowed motivic material and formal outline-a paraphrase of the opera in which the
main role is played by ornamental variation, in which Maschek was a great master.?®

Albin Maschek frequently copied sacred works by his father for the needs of churches.
He himself served as a church music director: while his father was still alive he worked in
the Church of St. Thomas in Prague’s Lesser Town, then after his death he became music

director at St. Peter in Prague’s ‘na Pofi¢i’ district, then in the Tyn church, and finally,

27) National Museum - Czech Museum of Music XIl E 126 (provenance O. Hornik - Kostelec nad Labem).
The manuscript is written by a single anonymous copyist, who shared in preparing some copies that bear
Maschek’s annotations.

28) MIKULAS, Jifi, ‘Opery provadéné v Praze v Gpravach Vinzenze Maschka’ (Operas Preformed in Prague
in Adaptations by Vinzenz Maschek), in Praha Mozartova: Kulturni a spolecensky Zivot v Praze 1780-1800
(Mozart’s Prague: Cultural and Social Life in Prague, 1780-1800), Prague: Archiv hlavniho mésta Prahy (Prague
City Archive), 2006, pp. 122-26.
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like his father, at St. Nicholas in the Lesser Town. Preserved in the Hornik Collection
from the archive of the last-mentioned church are manuscript copies of works by various
composers in the hand of Albin Maschek.

Manuscript copies of works by Vinzenz Maschek in the Hornik Collection made
by his son Albin Maschek

NM-CMM Provenance Title of work Number in the
Inventory No. Mikulas TC
XII D 101c Pfibram - O. Hornik Ne pulvis - Motetto in D XXV:159
X1 D 103 Prague, Tyn church - Benedicite gentes - XXV:39

0. Hornik Offertorium

Three of the items in the Hornik Collection showing works by Vinzenz Maschek are
prints: the above-mentioned songs for youth?® and two identical prints of the offertory Ave
Maria (Inventory Nos. XII D 85a and XII D 85b, from Liboc and Ji¢in, Mikulas XXV:28). The
Ave Maria is widely disseminated in the form of both manuscripts and prints: besides
the two printed copies in the Hornik Collection my thematic catalogue lists another
three specimens of this print and forty-seven manuscript copies from the period. On the
other hand, a considerable number of manuscripts in the Hornik Collection represent
the only sources for works by Maschek; this number, however, is constantly changing in
connection with progress in research.

Finally, mention must be made of compositions of uncertain authorship and works
erroneously ascribed to Vinzenz Maschek. Given the performance practice of Maschek’s
time, whereby works were disseminated mainly via manuscript copies, errors occurred
rather frequently especially in the case of composers of sacred works.

Works of disputed authorship: some of the manuscript copies give Vinzenz Maschek (1755-1831) as
the composer, while others give different composers.
NM-CMM Provenance Composer? Title of work
Inventory No.
Xl D 35 DomaZzlice - 1) Maschek Vinzenz Missa Pastoritia (D major)
0. Hornik 2) Haan Vaclav
X1l D 40 Novy BydZov - 1) Maschek [Vinzenz] Missa
0. Hornik 2) Mozart Wolfgang Amadeus (B flat major)
3) Haydn Joseph
XIID 43 Plzen - 1) Maschek Vinzenz Missa
0. Hornik 2) Vanhal Jan Krtitel (E flat major)
3) Mozart Wolfgang Amadeus
X1l D 47 Nova Cerekev - 1) Maschek Vinzenz Requiem
0. Hornik 2) Mozart Wolfgang Amadeus (E flat major)
3) Haydn Michael
4) Nerzad Wenzel
5) Tomaschek Vaclav Jan
XII D 62 Vamberk - 1) Maschek Vinzenz Beatus vir - Graduale
0. Hornik 2) Roder Georg Valentin

29) See note 21.
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X1l D 100 Pisek - 1) Maschek Vinzenz Estote fortes
0. Hornik 2) Dittersdorf Karel Ditters
XIIE 42 VySehrad - 1) Maschek Vinzenz Suscipe mecum - Terczetto
0. Hornik 2) Miller [Wenzel] in B flat
XIl E 104 Dvir Kralové nad | 1) Maschek Vinzenz Vidi Aquam - Egredientem
Labem - 2) Brixi Fr[antiSek Xaver] de Templo
0. Hornik
XII E 106 Nové Cerekev - 1) Maschek Vinzenz Veni Sancte Spiritus
0. Hornik 2) Ryba [Jakub Simon Jan]
XIl E110 Novy BydZov - 1) Maschek Vinzenz Pange linqua
0. Hornik 2) Vitasek Jan Nepomuk August
XIIE 130 Dobrovice - 1) Maschek Vinzenz Graduale Il.
0. Hornik 2) Vocet Jan Nepomuk Vaclav

Compositions in the Hornik Collection ascribed to Vinzenz Maschek erroneously

NM-CMM Provenance Composer Title of work
Inventory No.
XII E 88 Georgswald[e]- Leopold Quaso ad me - Aria con Choro in Dis. This is an
0. Hornik KoZeluch aria from the cantata Quanto & mai tormentosa by
Leopold KoZeluch (Postolka XIX:2), adapted for use
in church.

‘V. Maschek’, given on the title page, is not the
composer but probably the adapter.

XII D 89 Praslavice - Josef Antonin | Pastores arva relinguite - Offertorium in G. Sehling’s
0. Hornik Sehling autograph is preserved in the Archive of the Prague
Castle, Metropolitan Chapter Collection, Inventory
No. 1262.

Hornik’s collection of musical prints and manuscripts holds great importance in
allowing us to become familiar with and evaluate works by Vinzenz Maschek. It contains
rare specimens connected directly with the composer and his family: partial autographs
of Vinzenz Maschek and manuscript copies by his son Albin. These manuscripts are an
indisputable source for determining Maschek’s authorship of these works. Also found
here are rare dated items allowing us to refine the dating of some works by Maschek in
the thematic catalogue. And there are even manuscripts of works by Maschek that are
not preserved in any notation anywhere else in the world.

In view of the varied locations from which Hornik acquired his musical manuscripts
and prints and the diversity of the items themselves, we may say that his collection
presents a sort of sampling of music collections in the Czech lands. Although Hornik’s
acquisitions disturbed the integrity of some of the original collections, he endeavoured to
preserve awareness of provenance via his annotations on title pages. And he did rescue
at least some of the musical items from collections that later succumbed to the ravages
of time.

Through his collecting activities Hornik pioneered in the field of research concerning
sources for musical works on the territory of our republic; his findings could then be
supplemented and extended by a project of registering all significant musical sources
in Bohemia, whose results were published in Privodce po pramenech k déjinam hudby
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(Guide to Sources for the History of Music).%° This project, bold for its time, laid the
foundation for the Souborny hudebni katalog Narodni knihovny CR (Collected Music
Catalogue of the National Library of the Czech Republic), which is now an indispensable
source of information for the RISM international catalogue of musical sources. This
continuing research into sources, at the beginning of which Ondfej Hornik played
a significant role, has immense importance for coming to know the compositional
bequest of Vinzenz Maschek. Thus in this respect as well the Hornik Collection is of key
importance.
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Vinzenz Morstadt: Malostranské nameésti / The Lesser Town Square
Kolo[ované rytina / Coloured engraving, ca. 1810
NM-CMH 1, €. pf. / shelf-mark 73/1994

30) BUZGA, Jaroslav, et al., Privodce po pramenech k déjindam hudby: Fondy a sbirky uloZzené v Cechach
(Guide to Sources for the History of Music: Collections Deposited in Bohemia), Prague: Academia, 1969.
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Neznamy dopis
Antonina Dvoraka
Richardu von Pergerovi

Jarmila Tauerova

Dopis Antonina Dvoraka ze dne 12. fijna 1897 v Praze adresovany Richardu von Per-
gerovi zakoupilo Narodni muzeum - Ceské muzeum hudby za finanéniho pfispé-
ni Ministerstva kultury na aukci autografi pofadané 22. brezna 2006 antikvariatem
J. A. Stargardt v Berliné.t

Tento dosud neznamy skladatel(lv dopis rakouskému dirigentovi a uméleckému fe-
diteli videnské Gesellschaft der Musikfreunde R. von Pergerovi? predstavuje prozatim
jediny doklad vzajemného kontaktu obou umélcll. Vztahuje se k pfipravam prvniho pro-
vedeni Dvorakova oratoria Svata Ludmila op. 71 (v némdéiné) ve Vidni 14. listopadu 1897
a zaroven je svédectvim skladatelovych zasah( do dila - Skrtd v souvislosti s jeho para-
lelné chystanym uvedenim v Praze o ¢trnact dni pozdéji.®

Jedna se o odpovéd Antonina Dvoraka na nedochovany ¢i dosud nezvéstny dopis Ri-
charda von Pergera, ktery skladatele kontaktoval kvili uvazovanym zasahim do dila. Jak
vyplyva z obsahu dopisu, kromé informaci o pfipravach videriské premiéry Zadal autora
také o svoleni s vypusténim nékterych Cisel.

Skladatel ve své odpovédi z 12. Fijna 1897 dékuje dirigentovi za vynaloZzenou namahu
a starosti s nastudovanim. V zasadé dava Pergerovi ve véci Skrtd ,volnou ruku“ a souhla-
si s jeho imyslem omezit celkovou délku trvani oratoria na dvé hodiny.

Zkraceni dila zhruba o hodinu, navrhované dirigentem, odpovidalo i Dvorakové pred-
stavé o podobé Svaté Ludmily v soucéasné pripravovaném prazském uvedeni. Jak v do-

1) Rukopis perem, némecky - kurentem, dvojlist 173 x 110 mm, popsany 4 strany; ulozen v NM-CMH 4 (Mu-
zeum Antonina Dvoraka, dale MAD), €. pf. 3/2006.

2) Vidensky rodak Richard von Perger (1853-1911), Zak J. Brahmse, byl ¢inny nejen jako dirigent, ale téz
jako pedagog a skladatel (mj. Koncert pro klavir a orchestr ¢ moll, nékolik komornich skladeb a dvé dila je-
vistni). Od r. 1890 byl pét let feditelem konzervatofe v Rotterdamu, po navratu do Vidné se stal uméleckym
feditelem Gesellschaft der Musikfreunde. V letech 1895-1900 byl z titulu své funkce odpovédny za vSechny
abonentni koncerty, jejich program i angazované solisty. Jeho pozlstalost je rozptylena. Viz téz HOY (geb. Per-
ger), Brigitte: Richard von Perger (1853-1911). Ein Leben fir die Musik. Im Schatten von Johannes Brahms,
[Dissertationsarbeit], Geisteswissenschaftliche Fakultat der Universitat Wien, Oktober 1997.

3) Po Umrti J. Brahmse na jafe r. 1897 se Gesellschaft der Musikfreunde zaméfila na provadéni velkych
duchovnich skladeb. Uvedeni Svaté Ludmily zahajovalo sezonu 1897-1898. Praha v r. 1897 slySela Svatou
Ludmilu opét po deseti letech, a to 28. listopadu. Jediné provedeni, poradané Vypomocnym spolkem ¢lent
sboru a orchestru Narodniho divadla, fidil za pfitomnosti skladatele Mofic Anger.
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pise skladatel dale piSe, rozhodl se po mnohych
Uvahach a neuspokojivych pokusech zkratit pro
tuto pfrileZitost klavirni vytah o sto stran, tj. témér
f._-;q.r " o jednu tfetinu.*
V\ g Nasleduje podrobny vycet konkrétnich Skrt
= jednotlivych Cisel v I. a Il. dilu, véetné nékterych
detailnéjsich zasahl uptresnénych notovymi prikla-
dy.® Tato ¢ast textu ma na rozdil od predchozich
dvou stran podobu lapidarnich technickych poky-
ny, jejichz smysl je pIné srozumitelny az ve spojeni
s partiturou. Dvorak zde upozorfiuje nejen na Skr-
ty, ale zminuje i ¢asti, které by mély byt naopak
zachovany - ,neskrtat” (dil Il., €. 22, 24).

Ackoliv byl Dvorak v té dobé jiz svétové pro-
slulym skladatelem, dopis je formulovan velmi
Richard von Perger zdvorile (,dovoluji si navrhnout®) a je z ného patr-
Eggoif\f;é %‘;tgiggh’ né, jak pisateli na vysledné podobé dila zélezelo.
Gesellschaft der Musikfreunde Wien Pergerem tfi konkrétné navrzené Skrty, jeden v Il.

dilu (¢. 25)adva ve lll. (€. 36 a €. 38), samoziejmé
pripousti. Soucasné zada, aby dirigent upresnil planované vynechani ¢isel z prvnich dvou
Casti oratoria. Treti dil patrné minil Dvorak ponechat az na rozsahlé vide v zavéreCném
sboru beze zmény. Byl s nim, jak piSe, az na zavér ,srozumén*. Tento Skrt slibil upresnit
v nasledujicim dopise, dalSi vzajemna korespondence, a tedy ani ohlaseny skrt, vSak
nejsou zname.

V zavéru dopisu Richardu von Pergerovi pfislibil Antonin Dvorak svou Ucast pri pro-
vedeni Svaté Ludmily ve Vidni a tento slib také splnil. Oratorium bylo pfijato s velkymi
ovacemi a skladatel byl po kazdém dile publikem nadSené vyvolavan. Videnska kritika re-
agovala na provedeni dvéma c¢lanky. V obsahlém fejetonu, publikovaném tfi dny po kon-
certé, se Eduard Hanslick zabyval nejen provedenim tohoto Dvorakova dila, ale zamyslel
se také nad klady a Uskalimi kompozice Svaté Ludmily véetné nutnosti kraceni a jejim

4) DVORAK, Antonin: Svata Ludmila op. 71, klavirni vytah, 1. vyd., Novello, Ewer and Co., London 1887 (&islo
plotny neuvedeno). Vytisk, do néhoz Dvorak zanesl zmifiované velké zasahy, se s nejvétsi pravdépodobnosti
nedochoval. ExemplaF evidovany v CMH-MAD pod signaturou S 226/964 nepochéazi ze skladatelova majetku.
V Archivu Narodniho divadla se nachazi 7 vytiskd klavirniho vytahu prvniho vydani Svaté Ludmily, Skrty a pfipisy
v Zddném z nich vSak zfejmé neodpovidaji prazskému provedeni v listopadu 1897. Je zde uloZzen také jeden
exemplar prvniho vydani partitury, ktery obsahuje nékolik vrstev Skrtd a rliznych pripisu. Bez jejich podrobné
analyzy Zadné zavéry o proméndach dila pfi riznych konkrétnich provedenich nelze délat. Dvorakem zminovany
klavirni vytah se nenaléza ani mezi tiSténymi hudebninami v majetku rodiny, které jsou deponovany ve vile
Rusalka (viz NIUBO, Marc: Orientacni soupis kniznich a notovych materiélt v hornim pokoji ve vile ,Rusalce®
na Vysoké u Pribramé, nepublikovano, Praha 2004, CMH-MAD K 3563/08).

5) Vynechani sbor( €. 5 (TFihlav, ktery patfi troji tvari) a €. 9 (VZdy bozi s nami jsou) z |. dilu proved| Dvorak
uZ v Iété 1895, viz SOUREK, Otakar: Zivot a dilo Antonina DvoFaka, 4 sv., 3. [sv. 1, 2] a 2. [sv. 3, 4] vyd., Statni
nakladatelstvi krasné literatury, hudby a uméni, Praha 1954-1957. Citovano ze sv. 2, s. 256 (dale 0S 2/256
atd.). O tom, Ze Ludmilu ,pofadné zkratil”, napsal i Aloisu Goblovi z Vysoké 2. 9. 1895 (viz Antonin Dvorak.
Korespondence a dokumenty, red. Milan Kuna, 10 sv., Editio Supraphon, Praha 1987 -2004, citovano ze sv. 3,
s. 417 - dale ADKD 3/417 atd.).
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misté v kontextu oratorni tvorby.® Dlivody, respektive nutnost kraceni charakterizoval
a blize rozebral Robert Hirschfeld, ktery rovnéz zaznamenal i pfibliznou délku koncertu
- asi dvé a pul hodiny. | on se kromé& hodnoceni zminil o vyvoji a problematice oratoria.
Opodstatnénost kraceni vidél v rozdilu mezi posluchac¢em obdobi baroka a soucasnosti:
“Wir besitzen eben die Naiwitat der Alten nicht mehr und wollen auf einem Sitz zu schnell
Wissende werden. Darum also wird gekiirzt, und das erhéht die Wirkung.“’

Také Cesky tisk zaznamenal v nedatované zpravé uvedeni Svaté Ludmily ve Vidni,
i kdyZ situaci vidél ponékud odliSnéji: ,Skladatel dilo své pro Viden zkratil, jelikoz zdej-
Si ‘uménimilovné‘ obecenstvo nema té trpélivosti, aby vyslechlo, zvlasté o polednach -
skladbu nékolikahodinovou.“®

Pokud vezmeme v Gvahu Dvorakovo vyjadreni o délce trvani svétové premiéry, tj. tfi
a pUl hodiny vetné prestavky,® pak nelze vyloucit, Ze Pergerovy zasahy ve Vidni mohly byt
i méné razantni nez Dvorakovy v Praze. Lze tak soudit nejen z Dvorakova souhlasu s Per-
gerovym navrhem na dvouhodinové trvani dila, ale i ze skladatelova Gdajného zkraceni
klavirniho vytahu o sto stran. VSechny Dvorakovy Skrty nejsou znamy.°

Proces hledani optimalni podoby Svaté Ludmily zapocal Antonin Dvorak jiz kratce
po jeji svétové premiére v anglickém Leedsu (15. fijna 1886), tj. v souvislosti s londyn-
skou premiérou (29. fijna t. r.) a pokragoval zfejmé& i pfi prvnim uvedeni dila v Cechéch,
25. Unora 1887 v Narodnim divadle v Praze.'* Také pfi ceské premiéfe i nasledujicich
péti reprizach bylo uz oratorium provedeno ve zkracené verzi, ktera trvala zhruba dvé
a pll hodiny.*? Zasahy se tykaly pfedevSim sborovych Cisel z I. a Il. dilu. Na zakladé kritiky
Dvorak nékteré skrty otevrel, jiné naopak udélal, respektive vice zkratil I. dil.*®

6) H[ANSLICK], Ed[uard]: Feuilleton. Die heilige Ludmila, Neue Freie Presse, Morgenblatt, Nr. 11938, Wien,
Mittwoch, 17. 11. 1897, s. 1-3. Problémy nevidél pouze v rozsahu dila: podle jeho nazoru jsou obsaZeny
primarné v samotném namétu, nasledné i v celkové koncepci a dramaturgii oratoria. Véta ,Zu viel fir Wien!*
- ,Prili§ mnoho pro Viden!“ (pfeklad Jarmila Tauerova), svadéjici pfi vytrZzeni z kontextu k dezinterpretaci, se
vztahuje k plné délce Svaté Ludmily. Jako jeji celkovy rozsah uvadi pisatel bez udani zdroje dokonce 3,5 az 4
hodiny!

7) My uZ zkratka nejsme tak naivni jako ti stafi a chceme védét vSechno naraz. Proto je nutno kratit, coz
zvySuje Gcinek“ (pfeklad Jarmila Tauerova), viz HIRSCHFELD, Robert: Die heilige Ludmila, Neue Musikalische
Presse, Nr. 47, 21. 11. 1897, s. 2. Délku provedeni vymezil autor slovy: ,Dem Werke wurde aber eine Stunde
seiner Lange genommen*“ - ,Dilo bylo ale zkraceno o hodinu“ (pfeklad Jarmila Tauerova).

8) Rubrika RuUzné zpravy, Dalibor XX/1897, ¢. 3-5, s. 34. Pisatelova interpretace vyzniva jako ironicka vytka
v(¢i videnskému publiku, kvdli némuz musel skladatel dilo Gcelové zkratit. Je docela mozné, Ze autor zpravy
neznal ohlasy videnského tisku a ani si nezjistil, jak to ve skute¢nosti bylo. Stejné tak neopodstatnéna je jeho
pripominka k dobé konani koncertu - nedélni poledni koncerty nebyly v té dobé ni¢im mimoradnym.

9)  Prvni provedeni Svaté Ludmily v Leedsu 15. 10. 1886 trvalo vetné prestavky tfi a pll hodiny (podle
skladatelova svédectvi zachyceného v nékolika dopisech: V. J. Novotnému jesté v den premiéry, A. Rusovi
a J. Zubatému o tfi dny pozdéji - viz ADKD 2/184, ADKD 2/186 a ADKD 2/188). Délku prestavky odhaduji
na 20-30 minut. Dal&i minuty nutno pfipoCist na potlesk mezi dily a na zavér, pfipadné na kratka preruseni
mezi jednotlivymi Cisly. Z tohoto spekulativniho odhadu vyplyva, Ze Cista délka trvani oratoria byla zfejmé i v pfi-
padé premiéry kratSi nez tfi hodiny.

10) Viz poznamka €. 4.

11) | pfes pocatecni nadSeni prevazil u kritiky posléze negativni postoj jak k libretu a jeho prekladu, tak
i k délce oratoria. Nutnost kraceni zminuje ostatné Dvorak jiz v dopise J. Zubatému z 18. 10. - viz ADKD 2/188.
Podrobné&ji o reakci kritiky a kraceni dila viz SLAVIKOVA, Jitka: Dvorak a Anglie aneb Zemé, které mnoho dlu-
Zim, Paseka, Praha - Litomysl 1994, s. 113 ad. Londynské provedeni trvalo po Skrtech bez prestavky 2 hodiny
20 minut, zdroj pisatelka neuvadi.

12) 0S2/255.

13) 0S 2/255. Ctyfi provedeni fidil skladatel, dvé Mofic Anger.
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Dalsi etapu zasaht mohlo predstavovat provedeni Svaté Ludmily za Dvorakova fizeni
v Olomouci 18. a 19. dubna 1896.%* Vyrazné kraceni proved| v této souvislosti vSak uz
v [été 1895 ve Vysoké, o cemzZ informoval také pritele Aloise Gobla.*® Bylo inspirovano
kvétnovym provedenim Lisztova oratoria Svata Alzbéta v Narodnim divadle a Dvorakovou
predstavou o mozné scénické verzi dila.*®

Svédectvi o tom, Ze se v Praze 28. listopadu 1897 jednalo opravdu o vyrazné zkraceni
oratoria, je obsaZeno v emocionalné ladéné reakci Karla Knittla: ,Skoda, Ze objemné,
bohatstvim hudebnich kras a jadrnym slohem oplyvajici dilo nemohlo byti provedeno
celé a Ze nutno bylo Ciniti zkratky, které mnohé vzacné Cislo nemalo poskodily. Nejhire
vedlo se v tomto ohledu Cislim sborovym... M&me za to, Ze Iépe by bylo provésti jeden dil
takového dila cely, nez z kazdého dilu skrovnou jeho ¢ast.“Y”

Dvorakovy zasahy do oratoria uvedené v dopise z 12. fijna 1897 cituje podrobné, ale
ne vzdy presné, novodobé vydani partitury oratoria Svata Ludmila z roku 1964, Supple-
mento lll, prostfedni sloupec.'® Autofi vydavatelské zpravy k tomuto dodatku, FrantiSek
Bartos a Antonin Cubr, v soupise pramen(l uvadé&ji, ze méli k dispozici fotokopii tohoto
skladatelova dopisu R. von Pergerovi z majetku Muzea A. Dvoraka.'®

Zminéna fotokopie je v muzeu vSak jiz fadu let nezvéstna, coz dokladaji také
oba inventafe fondu A. Dvorak z poloviny 80. let 20. stoleti, evidujici i nékteré
dllezité kopie notovych a nenotovych rukopis(i.?° Obsah dopisu neznal zfejmé ani
Otakar Sourek, a proto ve své monografii uvadi, e ve Vidni i v Praze zaznéla
Svatéa Ludmila ve stejné, Dvorakem zkracené verzi, kritizované Karlem Knittlem.*

Nové ziskany original dosud neznamého Dvorakova dopisu Richardu von Pergerovi
z 12. fijna 1897 tedy umoznuje tento nazor upresnit: ve Vidni zaznélo dilo se zasahy
R. von Pergera, ktery ¢astecné prejal Skrty navrzené skladatelem. Prazské uvedeni ora-
toria vSak s timto znénim zcela totoZné nebylo. Zatimco o Pergerovych zasazich informu-
je dopis pouze ¢astecné, Dvorakovy Skrty, i kdyZ ne Uplné vSechny, zachycuje pomérné
presné. Nelze vyloucit, Ze prazské provedeni Svaté Ludmily v Rudolfinu dne 28. listopadu
1897 predstavuje Dvorakovo nejradikalnéjsi zkraceni tohoto dila.??

Dopis dokumentuje promény skladby v priibéhu rliznych provadéni a je vyznamnym

14) V pripadé provedeni Svaté Ludmily v Olomouci 21. a 22. 4. 1888 a v Kroméfizi 25. a 26. 4. 1891 nejsou
Zadné aktualni zasahy do dila zaznamenany. Obé provedeni fidil autor.

15) ADKD 3/417.

16) Scénické provedeni Svaté Ludmily se uskuteénilo az 30. 10. 1901. Zasahy dramaturgického charak-
teru proved! V. J. Novotny, nékolik potfebnych taktl hudby zkomponoval Dvofak 11. 8. téhoz roku ve Vysoké.
Do r. 1904 bylo oratorium pod oznacenim duchovni opera provedeno na jevisti celkem sedmkrat.

17) KNITTL, Karel: Dvorakovo oratorium Svata Ludmila, Dalibor 20, 1897, ¢. 6, 7, s. 43-44.

18) DVORAK, Antonin: Svaté Ludmila op. 71, kritické vydani podle skladatelova rukopisu, Statni hudebni
vydavatelstvi, Praha 1964, s. 712-713.

19) Tamtéz, s. 756.

20) CECHOVA, Olga - FOJTIKOVA, Jana: Antonin Dvofak (inventar fondu S 76), Narodni muzeum - Muzeum
Seské hudby, Praha 1981. SLAVIKOVA, Jitka - VANISOVA, Dagmar: Antonin Dvoiék (inventaF fondu S 226),
Narodni muzeum - Muzeum ¢eské hudby, Praha 1986.

21) 0S4/38.

22) V pripadé dalSiho koncertniho provedeni dila, tj. 3. dubna 1904 za fizeni Oskara Nedbala, nejsou zZad-
né aktualni zasahy ze strany autora doloZeny. Skladatel jiZ od konce predchoziho roku Zil ve znameni pfiprav
na premiéru své posledni opery Armida. Provedeni Ludmily, které bylo rovnéZ zkracené, se ze zdravotnich
dlvodU ani nezicastnil.

110 M Musicalia 1-2 / 2009



Neznamy dopis Antonina Dvofaka Richardu von Pergerovi

pfinosem pro badatele, zabyvajici se problematikou geneze, interpretace a recepce tvor-
by Antonina Dvoraka. Znamena cenné obohaceni shirkového fondu Narodniho muzea
- Ceského muzea hudby - Muzea Antonina Dvoféka.??

Diplomaticky prepis predkladaného dopisu respektuje text i Dvorakiv dynamicky ru-
kopis; vSechny zasahy jsou uvedeny v hranatych zavorkach (Spatné ¢itelné slovo, nezfe-
telné misto, chybéjici pismeno, odkazy na citované notové priklady).?*

Marie Sittova

predstavitelka knézny Ludmily

v 1. prazském provedeni Dvorakova oratoria /
who sang the part of Princess Ludmila

in the first Prague performance

of Dvorak's oratorio (1887)

Fotografie v neuréeném kostymu /
Photograph in an underdetermined costume
Ateliér Winter, Praha / Prague,

nedatovano / undated

NM-CMH 1, F 5351

23) Zapomoc s prepisem a prekladem dopisu dékuji PhDr. Milené Bélicové a PhDr. Milanu PospiSilovi, CSc.,
za podnétné rady a pfipominky PhDr. Janu Dehnerovi. Obrazovad dokumentace pochazi z archivu Gesell-
schaft der Musikfreunde a byla publikovana s laskavym souhlasem instituce. Dik naleZi také fediteli archivu
Prof. Dr. Otto Bibovi, ktery mi poskytl nejen tyto dokumenty, ale rovnéz kopii ¢asti disertace Mag. Brigitte Hoy.
24) Také nasledujici preklad do ¢estiny usiluje o maximalni vérnost Dvorakovu némeckému originalu. Notové
pfiklady ze Svaté Ludmily na tfeti strané dopisu byly identifikovany podle partitury vydané Statnim hudebnim
vydavatelstvim v Praze r. 1964, a to takto: 1) str. 223, sopran t. 157-160; 2) str. 277, violoncello/kontrabas
t. 682; 3) str. 281-282, smyccové nastroje t. 95-98.
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Richardu v. Pergerovi
12/10 97

Velevazeny pane!

Prijméte, prosim, mtj virely dik za Vase pratelské radky a také za mnohou nama-
hu a starosti, jezZ Vam Ludmila zptsobila a jeSté zptisobi, protoZze umim ocenit a va-
Zit si toho, co znamena ptiprava takového dila. Pfred deseti lety jsem to sdm v Anglii
(Leeds) zakusil, i kdyZ také tam byl vyborny sbor a orchestr a ja musel délat jen posled-
ni zkousky, piresto mé to velmi namahalo a rozcilovalo, takZe jsem byl rad, kdyz bylo
po provedeni.
jednotlivych kusti, pokud se mé tyka, nechavam na Vas, co uznate za nejlepsi. Omezit
trvani na dvé hodiny je kaZdopadné vhodné, to udélame taky zde v Praze pri provedeni
v listopadu. Zkratil jsem to tak radikalné, Ze odpadlo sto stran klavirniho vytahu.

Nyni bych Vas chtél ale pirece jen o néco poprosit. Jedna se o vynechani a kraceni
nékterych ¢&isel, kdy se muZze snadno na to nebo ono zapomenout. Casto a dlouho jsem
na to myslel a vzdycky jsem doSel k vysledktim, které mé pozdéji neuspokojovaly. Tepr-
ve ted jsem se pokusil o nové kraceni. Dovoluji si navrhnout nésledujici skrty (celych
kust):

L.dil
MitiZe cely pry¢, ¢. 5. sbor pry¢!
a bude mi to velmi milé! Cislo 9. — pry¢!
Cislo 2. se mtize pievzit ze shodného tenorového partu Boiivoje.
V ¢isle 7. prosim prvni takt-orchestr vi
pak zacit od pismena C az do konce.
Cislo 10 — pry¢ (ad libitum)
Velky skrt v ¢. 11. — shor
C. 13 H dur shor 5 taktii po zacatku ziistane vi
pak skok az k =de, 5. takt po pismenu F
[notovy priklad ¢. 1]
C. 16. po A 9. takt vi na poslednich
6 taktt. C. 17. od zadatku az ke 3. takin pied
E [notovy piiklad ¢. 2] vi [az k] =de 7. takt pifed koncem
[notovy piiklad €. 3]
a nyni dél az do konce!
Ve II. dilu, prosim vynechat ¢. 21., 22. 24. tedy prosim neskrtat._Sbor loveii - 25., duet
ve III. a prvni ¢islo mohou se vynechat, jak mi piSete. Ale v poslednim sboru jsem udé-
lal jesté velké vi[de] : to VAm budu moci Fici pristé. Velmi Vas Zadam, abyste mi laskavé
rekl, ktera c¢isla jste v 1., II. dilu vynechal. Se tretim jsem, az na zavér, srozumeén.
Tedy jesté jednou muj nejvétsi dik a bude-li to jen mozné, prijedu k provedeni.
S vyrazem [hluboké]| ucty
Vas nejoddanéjsi
Antonin Dvorak

(Prrelozila Jarmila Tauerova)
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An Richard v. Perger
12/10 97
Sehr geehrter Herr!

Bitte vom mir den besten Dank fiir
Ihre freundliche Zeilen entgegenzunehmen,
so wie auch filr so vielen Miihen

und Sorgen die lhnen Ludmila
brachte und noch bringen wird.

Denn ich weif} es zu schatzen und
wirdigen, was so ein Werk

zu schaffen giebt. Vor zehn Jahren
habe ich es selbst in England (Leeds)
erfahren, obzwar da auch ein
ausgezeichneter Chor und

Orchester war, und nur 2z denie [?]
letzten Proben ich machen mufte,
hat es mich sehr angestrengt und
aufgeregt so daf ich froh war

als die Aufflihrung vorbei war.
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Also nochmals meinen herzl[ijchsten Dank!
Was nun die Kurzungen respt.

Weglassung einzelner Stii[c]ke

anbelangt Gberlasse ich lThnen

wie Sie[?] es am besten gut finden.

Die Dauer auf 2 Stunden zu

beschranken ist jedenfalls rathsam

das werden auch wir hier in Prag

im November bei der Auffliihrung

befolgen. Ich habe Kirzungen

gemacht, und zwar so radicale,

daf 100 Seiten des Clavier-

auszuges wegbleiben.

Nun mdchte ich Sie also doch um Etwas
bitten. Es handelt si[c]h um Weglassung
und Kurzung einiger Nr, und kann

man zu leicht die® oder jenes vergessen.
Ich habe oft und lang danach gedacht

und immer kam ich zu den [den?] Resultaten
die mich spater nicht befriedigten.



Erst jetzt habe ich versucht und neue
Kurzungen gemacht. Ich erlaube
mir folglende]: Weglassungen (ganze Stlicke)
vorzuschlagen:
| Theil
Kann ganz wegbleiben, Nro 5. Chorr weg!
und wird mir sehr lieb! Nro 9. - weg!
Nro 2. kann von dem selben Tenorpartie Bofivoj
Ubernommen we[r]den.
In N: 7. bitte erster Takt-Orchester vi
Anfangs dann vom Buchstaben C bis Schluf.
Nro 10 - weg (adlibitum)
Grofer Strich in Nro 11. - Chor
Nro 13 16 Chor 5 Takte von Anfang bleiben vi
13. Hdur
dann Sprung bis = 5 Takt nach Buchst. F
d

e

[notovy priklad €. 1]

Nro 16. vi nach A 9 Takt vi auf die letzten

6 Takte. Nro 17. Von Anfang bis 3. Takt vor

E [notovy priklad €. 2] vi de 7ter Takt vor Schluf
[notovy priklad €. 3]
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und nu[n] weiter bis zum Schluf3!
Im 2. Theil bitte! Wegzulassen. Nro 21.
22. 24. bitte also nicht zu streichen.
Jagerchor 25. das Duett im Ill.
und Nr erster N: kdnnen wegbleiben
wie Sie mir schreiben.
Aber im letzten Chor, habe ich
n[o]ch ein grofRes vi gemacht:
das ich Ihnen nachstens sagen kann.
Ich bitte Sie sehr darum, mir gefalligst
zu sagen, welche Nrim I, Il
Theil Sie gemacht weggelassen haben.
Mit dem dritten bin ich, bis auf den
SchluB, einverstanden.
Also nochmals mein besten Danck,
und wird es mir méglich sein, kom
ich zur Auffihrung.
Mit dem Ausdruck aus]...]Je Hochachtung
lhr ergebe[n]ster
Antonin Dvorak
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An Unknown Letter
from Antonin Dvorak
to Richard von Perger

JARMILA TAUEROVA

t an auction of autograph manuscripts held on 22 March 2006 by the antiquarian

dealer J.A. Stargardt in Berlin, the National Museum - Czech Museum of Music with
financial support from the Ministry of Culture of the Czech Republic purchased a letter
written by Antonin Dvorak in Prague on 12 October 1897* to the Austrian conductor Richard
von Perger, artistic director of the Gesellschaft der Musikfreunde (Society of Friends
of Music) in Vienna.? This previously-unknown letter, which constitutes the only known
documentation of direct contact between Dvorak and Perger, concerns preparations for
the first performance in Vienna of Dvorak’s oratorio Svata Ludmila (St. Ludmila), Op. 71,
which took place on 14 November 1897 (sung in German); it also provides information on
cuts Dvorak himself made in the work for its performance in Prague two weeks later.3

Dvorak’s letter is his reply to a missing letter from Perger, who had contacted him
concerning cuts he was considering in the work. From Dvorak’s response we can infer
that, besides providing information on preparations for the Vienna premiere, Perger had
asked the composer’s permission to delete some numbers.

In his answer of 12 October 1897 Dvorak thanks Perger for his efforts and for the
care he was taking with preparations for the performance. In principle he gives Perger
a free hand in the matter of cuts, and he agrees with his intent to reduce the oratorio’s
total duration to two hours. The conductor’s proposed shortening of the work by roughly
an hour was in accord with Dvorak’s own plan for the upcoming Prague performance:
as he also writes in the letter, after long deliberations and unsatisfactory experiments
he himself had decided to shorten the piano-vocal score for this occasion by a hundred

1) Manuscript in ink, in German cursive script, one folded folio measuring 173 x 110 mm, four pages with
writing, Acquisition No. NM-CMH-MAD 3/2006.

2) Richard von Perger (1853-1911), a native of Vienna and pupil of Johannes Brahms, was active not only
as a conductor but also as a teacher and a composer; his compositional output includes a Piano Concerto in
C minor, several chamber compositions, and two stage works. For five years starting in 1890 he was director
of the conservatory in Rotterdam; he became artistic director of the Gesellschaft der Musikfreunde after re-
turning to Vienna. From 1895 to 1900 his position there carried responsibility for all subscription concerts,
including choice of their programs and soloists engaged. After his death his papers were dispersed, and they
are now in various locations. See also HOY (née Perger), Brigitte: Richard von Perger (1853-1911). Ein Leben
flr die Musik. Im Schatten von Johannes Brahms. (dissertation), Vienna: Geisteswissenschaftliche Fakultat der
Universitat Wien, October 1997.

3) After the death of Brahms in April 1897 the Gesellschaft der Musikfreunde focused mainly on performing
large sacred works. The presentation of Svata Ludmila opened the 1897-98 season. Prague then heard this
work on 28 November for the first time in a decade. The single performance in Prague on this occasion, given
by the Auxiliary Society of Members of the Chorus and Orchestra of the National Theatre, was conducted by
Moric Anger with Dvorak in attendance.
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pages, which is to say by almost a third.*

There follows a list of particular cuts of individual numbers in Parts | and |l of the
oratorio, with some details clarified by musical examples.® This part of the letter, by
contrast with the previous two pages, is in the nature of dry technical instructions which
can be fully understood only with the score in hand. Dvorak here not only describes cuts
but also mentions numbers that by contrast should be retained: ‘do not cut’ (Part Il, Nos.
22, 24). Although the letter is formulated very politely by a composer who was by now
world renowned-(‘l take the liberty of suggesting’)-it makes it clear that Dvorak cared
about what form the work would take. He allows as a matter of course three specific cuts
Perger has proposed, one of them from Part Il (No. 25) and two from Part lll (Nos. 36 and
38). But he asks to be further informed regarding numbers to be deleted from Parts | and
Il that Perger had evidently not specified in his letter. Apparently Dvorak intended to leave
Part lll intact except for a large cut in the closing chorus; he writes that he is in agreement
regarding Part Il up to the ending section. He promises to specify this cut in another
letter-however, no further correspondence between Dvorak and Perger is known.

At the end of his letter Dvorak promises Perger that he will attend the Vienna
performance if possible, and he was indeed present. The oratorio was received with great
ovations and the composer called out by the enthusiastic audience after each of its three
parts. Two articles were published by Viennese critics. In an extensive feuilleton published
three days after the concert, Eduard Hanslick wrote not only about the performance but
also about the merits and the problematic aspects of the composition, including the need
for cuts and the place of this work in oratorio literature.® The necessity of and reasons
for shortening were pointed out and further analyzed by Robert Hirschfeld in an article

4) DVORAK, Antonin: Svata Ludmila op. 71, piano-vocal score, 1st ed., London: Novello, Ewer and Co., 1887
(no plate number given), 325 pp. The copy in which Dvofak made these major cuts has apparently not sur-
vived. The copy held by the Antonin Dvordk Museum under Inventory No. S 226/964 does not come from
the composer’s possessions. Seven copies of this first edition of the piano-vocal score are deposited in the
Archive of the National Theatre, but none of them seems to show cuts and annotations corresponding to those
in the Prague performance in November 1897. Also deposited there is one copy of the first edition of the full
score; it contains several layers of cuts and various annotations, but without a detailed analysis thereof one
can draw no conclusions regarding changes made in the work for various performances. The piano-vocal score
mentioned by Dvorak in his letter is also not found among the printed musical materials held by the family in
DvoFak’s summer home in Vysoka; see NIUBO, Marc, Orientaéni soupis kniZnich a notovych materialii v hornim
pokoji ve vile “Rusalce” na Vysoké u Pribramé (A Draft List of Books and Items of Musical Notation in the
Upstairs Room in the ‘Villa Rusalka’ in Vysoka near Pfibram), unpublished, Prague, 2004, held by the Dvorak
Museum as CMH-MAD K 3563/08.

5) Dvorak had cut the choruses No. 5 (‘Tfihlav, ktery patfi troji tvari’) and No. 9 (‘VZdy bozi s nami jsou’) from
Part | already in the summer of 1895. See SOUREK, Otakar: Zivot a dilo Antonina Dvofaka (The Life and Work
of Antonin Dvorak), 4 volumes, 3rd ed. (Vols. 1 and 2) and 2nd ed. (Vols. 3 and 4), Prague: Statni nakladatelstvi
krasné literatury, hudby a uméni (State Publishing House for Fine Literature, Music, and Art), 1954-57. Here
Vol. 2, p. 256. Dvorak wrote that he had ‘substantially shortened’ Ludmila in a letter of 2 September 1895
to Alois Gobl from Vysoka; see Antonin Dvorak: Correspondence and Documents (hereafter ADCD), ed. Milan
Kuna et al., 10 vols., Prague: Editio Supraphon, 1987-2004, here in Vol. 3, p. 417.

6) H[ANSLICK] Ed[uard], ‘Feuilleton. Die Heilige Ludmila’, Neue Freie Presse, Morgenblatt, Nr. 11938, Wien,
Mittwoch, 17 Nov. 1897, pp. 1-3. Hanslick saw as being debatable not only the work’s length. In his opinion
there were problems primarily in the story, and consequently in the overall conception and dramatic structure
of the oratorio. Hanslick’s judgement ‘Zu viel fir Wien!” (Too much for Vienna) can be misunderstood out of
context: it pertains to the oratorio in its full length-which he gives (without mentioning his source) as three and
a half to four hours!

118 M Musicalia 1-2 / 2009



An Unknown Letter from Antonin Dvofak to Richard von Perger

that also recorded the approximate length of the concert-about two and a half hours. He
too, besides his evaluation, mentioned the development of the oratorio as a genre and
related issues. He saw the justification for shortening in the difference between listeners
of his time and those during the Baroque period:

We no longer have quite the naivite of the older ones, and want to know everything
too quickly, all at once. And so it is shortened, and this increases the effect.”

The Czech press also reported on the performance in Vienna, but saw the situation
somewhat differently:

The composer shortened his work for Vienna, because the ‘art-loving’ public there
lacks the patience to listen to a composition lasting several hours, especially at noon.”

Actually, judging by Dvorak’s own report on the length of the world premiere, i.e.
three and a half hours including an intermission,® we cannot rule out the possibility that
Perger’s cuts in Vienna were less drastic than Dvorak’s own in Prague. This is suggested
not only by Dvorak’s consent to Perger’s proposal to reduce the work to two hours, but
also by his own reported shortening of the piano-vocal score by a hundred pages. Not all
of Dvorak’s cuts are known.°

Dvorak began the process of seeking the optimal form for St. Ludmila early on, shortly
after its world premiere in Leeds, England on 15 October 1886, in association with the
first performance in London two weeks later on 29 October.!* Apparently he continued
the process in connection with the first performance in the Czech lands, given on 25
February 1887 in the National Theatre in Prague. For the Czech premiere and the ensuing

7) HIRSCHFELD, Robert Dr., ‘Die heilige Ludmila’, Neue Musikalische Presse, Nr. 47, 21 Nov. 1897, p. 2. The
German original: ‘Wir besitzen eben die Naiwitat der Alten nicht mehr und wollen auf einem Sitz zu schnell
Wissende werden. Darum also wird geklirzt, und das erhdht die Wirkung.‘ Hirschfeld specified the length of
the performance as follows: ‘Dem Werke wurde aber eine Stunde seiner Lange genommen’ (But the work was
shortened by an hour).

8) Dalibor XX, Nos. 3-5 (27 Nov. 1897), p. 34, in the column ‘RUzné zpravy’ (Miscellaneous Reports). One
wonders whether the writer knew the reviews in the Vienna press. His interpretation sounds like a sarcastic
rebuke of the Viennese audience, for whose sake the composer had to shorten the work. But it would probably
have been possible to determine the actual situation. Likewise unjustified is the writer's remark on the timing
of the concert: concerts at noon on Sunday were nothing unusual during this period.

9) The premiere, in Leeds, England on 15 October 1886, lasted three and a half hours including an intermis-
sion according to Dvorak’s testimony in three letters-to V.J. Novotny on the day of the premiere and to Antonin
Rus and Josef Zubaty three days later. See ADCD, Vol. 2, pp. 184, 186, and 188. If we estimate the length of
the intermission as twenty to thirty minutes and subtract additional minutes for applause between the parts of
the oratorio and at the end, as well as possible short breaks between numbers, the net length of the oratorio
was apparently less than three hours already in the case of the premiere.

10) See note 4.

11) Despite initial enthusiasm, the British reviews later tended to adopt a negative attitude toward the libretto,
its translation, and the oratorio’s length. Dvofak mentioned the need for shortening already in his letter to Josef
Zubaty of 18 October-see ADCD Vol. 2, p. 188. For details on British critical response and the shortening of the
work see SLAVIKOVA, Jitka, Dvorak a Anglie aneb Zemé, které mnoho dluZim (Dvorak and England, or A Land to
Which | Owe A Lot), Prague-Litomysl: Paseka, 1994, pp. 113ff. Slavikova reports, without giving a source, that
after cuts the London performance lasted two hours and twenty minutes not counting the intermission.
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five reprises the oratorio was performed in a shortened version that lasted about two and
a half hours.*? The cuts affected mainly choruses in Part | and Part II; based on reviews
Dvorak restored some of them-but made others, further shortening Part .13

Performances of Svata Ludmila under Dvorak’s baton in Olomouc on 18 and 19
April 1896 may have constituted another stage in cuts to the work.** The composer had
undertaken a substantial shortening of the oratorio already in the summer of 1895 in
Vysoka, as he informed his friend Alois GObl.*® This was inspired by a performance of
Liszt’s oratorio St. Elizabeth in May that year in the National Theatre and Dvorak’s idea
that Ludmila might be given in a staged presentation.®

Confirmation that the oratorio was substantially shortened in its Prague performance on
28 November 1897 comes from the emotional reaction of Karel Knittl:

It is a shame that this large work, overflowing with a wealth of musical beauties
and a fine style, could not be performed in its entirety and that it was necessary
to make cuts, which harmed many a precious number considerably. The choral
numbers fared worst in this respect [..] Let us say that it would be better to
perform one part of such a work whole than only a modest portion of each part.!”

Dvorak’s cuts to the oratorio given in his letter to Perger are reported in detail-but not
always quite accurately-in the modern edition of the full score from 1964, in the middle
column of ‘Supplemento III'.*® The authors of the editorial report on this addendum,
FrantiSek Bartos and Antonin Cubr, state in their list of sources that they had available
a photocopy of Dvorak'’s letter to Perger from the holdings of Antonin Dvorak Museum.*®
However, the museum has had no such photocopy for many years, as evidenced by both
of the inventories of the Antonin Dvorak Collection from the mid-1980s-which do report
some other important copies of musical and non-musical manuscripts.2° Otakar Sourek
was evidently not familiar with the letter’s content: in his monograph on Dvorak he states

12) SOUREK, op. cit., Vol. 2, 3rd ed., p. 255. Four performances were conducted by the composer and the
remaining two by Moric Anger.

13) |Ibid.

14) Thereis no record of new changes having been made to the work for the earlier performances in Olomouc
on 21 and 22 April 1888, nor for those in Kroméfiz on 25 and 26 April 1891. All these performances were
conducted by Dvorak.

15) ADCD, Vol. 3, p. 417.

16) The anticipated staged presentation of St. Ludmila was not given until 30 October 1901. Dra-
maturgical adaptations were carried out by V.J. Novotny, and Dvofak composed several new measures of mu-
sic needed for the purpose on 11 August 1901 in Vysoka. Through 1904 the oratorio was presented on stage
a total of seven times, designated as a sacred opera.

17) KNITTL, Karel, ‘Dvorakovo oratorium Svata Ludmila’ (Dvofak’s Oratorio St. Ludmila), Dalibor XX, Nos. 6-7
(11 Dec. 1897), pp. 43-44.

18) DVORAK, Antonin, Svata Ludmila op. 71, Critical Edition According to the Composer’s Manuscript, Prague:
Statni hudebni vydavatelstvi, n. p. (State Musical Publishing House, national enterprise), 1964, pp. 712-13.
19) Ibid., p. 756.

20) CECHOVA, Olga - FOJTIKOVA, Jana, Antonin Dvofék (inventar fondu S 76) (Inventory of the Collection
S 76), Prague: Narodni muzeum - Muzeum Ceské hudby (National Museum - Museum of Czech Music), 1981,
250 pp. SLAVIKOVA, Jitka - VANISOVA, Dagmar, Antonin Dvofék (inventar fondu S 226), Prague: Narodni mu-
zeum - Muzeum ceské hudby, 1986, 195 pp.
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that Svata Ludmila sounded in Vienna and Prague in the same version, as shortened by
Dvorak and criticized by Karel Knittl.?

The newly-acquired original of Dvorak’s previously-unknown letter to Perger of 12 Octo-
ber 1897 allows us to describe the situation more precisely. In Vienna the work sounded
with cuts made by Perger, who partially adopted those proposed by the composer; the
version given in Prague was not quite the same. While the letter informs us about Perger’s
cuts only partially, it records most of Dvorak’s with relatively great precision. It may be
that the Prague performance of Svata Ludmila in the Rudolfinum on 28 November 1897
represented Dvorak’s most radical shortening of this work.??

The letter helps document changes
made to Svata Ludmila for various
performances and is an important o Sencllachalt dec IEHIREE NI
contribution for researchers concerned s 2
with the genesis, interpretation, S MR _\"“,H,T,M_ i A
and reception of Dvorak’s music. It
constitutes a valuable addition to the Ersies

collections of the National Museum GESELLSEHAFTS CUNEEET

- Czech Museum of Music - Antonin i AR Ea

trn groeman Danlm:

Richanl wom Perisr,
Dvorak Museum.?

The edition of the letter presented
here is a diplomatic transcription
thereof, respecting Dvorak’'s text as
well as his dynamic handwriting; all
editorial additions, changes, and
comments (pertaining to poorly legible
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. Erate AL ToRE
references to the musical examples) PR i
Elenmn Fregrumm seeigedlich, anll-nnl._llr.

are given in square brackets.
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Antonin Dvofak: Svata Ludmila H
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Program from a performance in Vienna i N B e B S e el A R
on 14 November 1897 el am 32 Tnnmles segstiaga gkt v - (8 ad e 8
Gesellschaft der Musikfreunde Wien

21) SOUREK, op. cit., Vol. 4, 2nd ed., p. 38. Knittl, however, does not mention the possible identity of the two
versions.

22) Forthe next concert performance, on 3 April 1904 under the baton of Oskar Nedbal, we have no evidence
of any new changes made to the work by Dvorak. Since the end of the previous year he had been fully occupied
with preparations for the premiere of his last opera, Armida. lliness prevented him from even attending the
performance of Ludmila, which was again shortened.

23) For help in transcribing and translating the letter | thank PhDr. Milena Béli¢ova and PhDr. Milan Pospi-
Sil, CSc., and for valuable advice and comments PhDr. Jan Dehner. The illustrations come from the archive of
the Gesellschaft der Musikfreunde and are published here with the kind consent of the institution. Thanks go
also to the director of that archive Prof. Dr. Otto Biba, who provided me not only with these documents but also
with a copy of part of the dissertation by Brigitte Hoy.
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Tri slavna jména
na muzejnim tisku

LUDMILA MIKULASOVA

pozustalosti sbératele Ondreje Hornika (1864-1917) pochazi hudebnina s muzejni

signaturou VI A 179. Je to dobovy tisk skladeb Carla Philippa Emanuela Bacha (1714 -
1788), zkomponovanych v letech 1784-1785. Alfred Wotquenne? je v katalogu dél tohoto
skladatele uvadi pod ¢islem Wq 59, Eugene Helm? v tematickém katalogu C. P. E. Bacha
pod Cisly H 268, 279, 281-4. Tisk vySel vlastnim nakladem Carla Philippa Emanuela Ba-
chav Lipsku roku 1785. Titulni list zni: , CLAVIER-SONATEN || UND || FREYE FANTASIEN ||
NEBST || EINIGEN RONDOS FURS FORTEPIANO || FUR || KENNER UND LIEBHABER, ||
SR. HERZOGLICHEN DURCHL. || PETER FRIEDRICH LUDEWIG, || HERZOGEN ZU HOL-
STEIN UND FURST - BISCHOFEN ZU LUBECK || UNTERTHANIGST GEWIDMET || UND
COMPONIRT || von || CARL PHILIPP EMANUEL BACH. || FUNFTE SAMMLUNG. ||
LEIPZIG,|| IM VERLAGE DES AUTORS. || 1785.“ Mezinarodni soupis hudebnich
pramenu RISM eviduje ve své databazi pod Cislem A/1/1 B 91 nékolik desitek exemplard
tohoto tisku,® dochovanych na Gzemich vice neZ deseti statd Evropy, Jizni a Severni Ame-
riky. Prazsky exemplar VI A 179 tam uveden neni.

Jedineénost této hudebniny vdak spociva v rukopisnych pripisech perem na titulnim
dolnim rohu: ,fiir den Herrn || Kozeluch || von || VerfaBer“. Dale tu najdeme podpisy
Worzischek“ a ,Kodytek“ a také sdéleni posledniho majitele Ondreje Hornika: ,Darem
z KySperka od p. || Fid. ué. Kadle¢ka 19 11,/8 03 O Hornik*. Tyto rukopisné pripisy nejenze
obohacuji muzejni sbirku autografu, ale zaroven vypovidaji mnohé o historii hudebniny.

Vime, Ze C. P.E. Bach vénoval tento exemplar KoZeluchovi.® UZ zde nastava otazka, o kte-
rého z obou bratrancut - skladatell by se mohlo jednat. Véc se zda o to sloZit&jsi, Ze pravé
v Praze puUsobici KoZeluch vlastnil sbirku hudebnin.® Na poslednim listu Bachovy hudebniny
se naléza soupis predplatitelll tisku se jmény napf. FrantiSka Xavera Duska, ktery si objed-
nal sedm exemplard. Mezi nimi vSak nenajdeme ani ve Vidni plsobiciho Leopolda KoZe-

1) WOTQUENNE, Alfred: Thematisches Verzeichnis der Werke von Carl Philipp Emanuel Bach (1714-1788),
Breitkopf & Hartel, Leipzig 1905.

2) HELM, E. Eugene: Thematic Catalog of the Works of Carl Philipp Emanuel Bach, Yale University Press, New
Haven, CT 1989.

3) Répertoire International des Sources Musicales. Einzeldrucke vor 1800, Band 1, Redaktion Karlheinz
Schlager, Barenreiter-Verlag, Kassel 1971, s. 165.

4) Porovnano s faksimile Bachova zapisu, uvefejnéném v encyklopedii Die Musik in Geschichte und Gegen-
wart, Personenteil 1, Barenreiter, Kassel etc. 1999, s. 1281-1282.

5) Psanou podobu pfijmeni obou bratranct (KoZeluch) pouZivam ve tvaru, jak byla uvadéna samotnymi skla-
dateli a jak ji prebiraji autofi hesel v novodobych odbornych slovnicich, napi. Milan Postolka v The New Grove
Dictionary (2002), Kamila Halova a Jifi Mikula$ v knize Ceska divadelni encyklopedie. Starsi divadlo v eskych
zemich do konce 18. stoleti (2007).

6) SCHONFELD, Johann Ferdinand von: Jahrbuch der Tonkunst von Wien und Prag. Faksimile-Nachdruck der
Ausgabe Wien 1796, mit Nachwort und Register von Otto Biba, Musikverlag Emil Katzbichler, Miinchen 1976,
s. 144,
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lucha (1747 -1818), ani prazského skladatele Johanna Antona KozZelucha (1738-1814).
Vychodiskem nam mohou byt jména pozdéjsich majitell hudebniny, které udavaji pripisy:
Worzischek”, ,Kodytek”, ,z KySperka od ... Kadlecka“. Prvné zminény podpis patfi skla-
dateli Janu Hugovi Voriskovi (1791-1825).7 Literatura® poukazuje na VofiSkovo pratelstvi
s Katerinou Cibbini, dcerou Leopolda KoZelucha, a snad i se samotnym Leopoldem KoZelu-
chem. Katerina Cibbini hrala s VofiSkem dua, vroce 1818 podala Zadost knizeti Trautmans-
dorffovi ve Voriskav prospéch ohledné uprazdnéného mista dvorniho varhanika ve Vidni.
Jan Hugo Vorisek ji vénoval skladbu ,Variations brillants sur le Theme ... La Sentinelle
op. 6“ (Zuckerova |-6), ve verzi pro dva klaviry, vydané tiskem u P. Mechettiho ve Vidni.
Je pravdépodobné, Ze diky tomuto pratelstvi s rodinou Leopolda Kozelucha se mohla
hudebnina dostat do Voriskova majetku.

DalSim podepsanym na Bachové hudebniné je VoriSkav Svagr a prvni Zivotopisec Vac-
lav Kodytek (1787-1872), Zijici ve Vamberku. ZpUsob, jak se tisk mohl objevit v KySperku
(dneSnim Letohradé), osvétluji dalSi VoriSkovy pribuzenské vztahy. Na konci svého Zivota
pobyval, onemocnély tuberkuldzou, v rodném kraji u svého bratra FrantiSka Voriska (1784 -
1843).° Ten se také stal, dle skladatelovy zavéti, jeho univerzalnim dédicem. Soupis ma-
jetku pfi amrti Jana Huga Voriska ve Vidni obsahuje téz fortepiano, housle s pouzdrem
a hudebniny.® A pravé mezi nimi mohl byt tisk Bachovych skladeb s viastnoru¢nim véno-
vanim KozZeluchovi, pokud ho skladatel nevénoval bratrovi jiz za svého Zivota. Mohl ho také
vénovat Svagrovi Vaclavu Kodytkovi a teprve od néj by se hudebnina dostala k FrantiSku
Voriskovi, ktery mél ziejmé jako jediny z rodiny vazby na KySperk. FrantiSek Vorisek, univer-
zalni dédic majetku Jana Huga VoriSka, knéz v KySperku, Petrovicich a Nekofi, v KySperku
také zemrel'* a hudebni pozlistalost svého bratra Jana Huga v tomto mésté zanechal. To
dokazuje skute¢nost, ze Voriskliv nastupce v dékanské funkci v KySperku, Anton Buchtel,
nabidl autografy z pozUstalosti Jana Huga VofiSka (mezi nimi i skladatelGv vlastni soupis
skladeb, na kterém je Buchtellv pripis) videnské Gesellschaft der Musikfreunde.?

Sledovanim historie vlastnictvi jednoho muzejniho exemplare vSe nasvédcuje tomu,
Ze to byl Leopold KozZeluch, komu Carl Philipp Emanuel Bach pisemné vénoval svij tisk.
Je to poznatek, ktery mlze doplnit obraz vztahl mezi jednotlivymi hudebnimi rodinami,
zde konkrétné mezi Carlem Philippem Emanuelem Bachem a Leopoldem KoZeluchem

a mezi rodinami Leopolda KoZelucha a Jana Huga VoriSka. V tom spociva nepopiratelny
vyznam tohoto pramene.*

7) Porovnano s faksimile Vofiskova podpisu, viz ZUCKEROVA, Olga: Jan Hugo Vofisek (1791-1825). Thema-
tic Catalogue, odpovédny redaktor Ladislav Séerbanié, Editio Barenreiter, Praha 2003. Faksimile uvefejnéné
v knize i pfipis na hudebniné VI A 179 je podpis psany latinkou. Autografni hudebnina v Ceském muzeu hudby
(sign. X A 206) ma podpis psany Svabachem.

8) Napf. BUSEK, Jan: Za nasi hudebni minulosti. Jan Vaclav Vofisek, Hudebni vychova (list Ceskoslovenské
Jednoty hudebnich stavd), rog. 12, 1931, &. 2, s. 24-26. POSTOLKA, Milan: Leopold KoZeluh. Zivot a dilo, Statni
hudebni vydavatelstvi, Praha 1964, s. 37 a 56. VOJTISKOVA, Lenka: Katefina Cibbini-KoZeluhova, Zpravy Bert-
ramky, 1961, &. 29, s. 4. ZUCKEROVA, Olga: Jan Hugo Vofisek (1791-1825): Thematic Catalogue, viz pozn. 7,
s. 9, 34,92.

9) STEDRON, Bohumir: Vofisek Jan Vaclav (Hugo), in: Ceskoslovensky hudebni slovnik osob a instituci, sv. 2.,
Statni hudebni vydavatelstvi, Praha 1965, s. 908.

10) BUSEK, Jan: Za nasi hudebni minulosti. Jan Véclav VoFisek, viz pozn. &. 8, &. 8, s. 117.

11) STEDRON, Bohumir: VofiSek Frantisek, in: Ceskoslovensky hudebni slovnik osob a instituci, sv. 2., Statni
hudebni vydavatelstvi, Praha 1965, s. 907-908.

12) ZUCKEROVA, Olga: Jan Hugo Vofisek (1791-1825): Thematic Catalogue, viz pozn. 7, s. 12.

13) Studie vznikla v ramci vyzkumného zaméru MKO0002327202.
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Three Famous Names
on One Museum Print

LUDMILA MIKULASOVA

mong the museum’s holdings from the estate of the collector Ondfej Hornik (1864-

1917) is a music print with the catalogue number VI A 179: a period print of pieces by
Carl Philipp Emanuel Bach (1714-88) which he composed in 1784-85. Alfred Wotquenne?
lists them in his catalogue of the composer’'s works under the number Wq 59, and
Eugene Helm? in his thematic catalogue under numbers H 268, 279, and 281-4. The
print was issued by the composer at his own expense in Leipzig in 1785. The title page
reads (translated from the original German):

KEYBOARD SONATAS || AND || FREE FANTASIES || ASWELLAS || SEVERAL RONDOS
FOR THE FORTEPIANO || FOR || CONNOISSEURS AND MUSIC LOVERS, || TO HIS DUCAL
HIGHNESS || PETER FRIEDRICH LUDEWIG, || DUKE OF HOLSTEIN AND PRINCE-BISHOP
OF LUBECK, || MOST SERVILELY DEDICATED || AND COMPOSED || by || CARL PHILIPP
EMANUEL BACH. || FIFTH COLLECTION. || LEIPZIG, || PUBLISHED BY THE COMPOSER.
|| 1785.

The RISM international list of musical sources shows several dozen copies of this
print in its database under number A/I/1 B 91,2 preserved in more than ten countries of
Europe, South America, and North America, but does not include the one in Prague.

The uniqueness of the copy in Prague lies in its manuscript annotations in ink on the
title page. The most valuable, written in the hand of Carl Philipp Emanuel Bach himself,*
is in the lower right corner: ‘for Mr. Kozeluch from the composer’. We also find here
the signatures ‘Worzischek’ and ‘Kodytek’, and the following information from the last
owner, Ondrej Hornik: ‘A gift from KySperk, from the head teacher Kadle¢ek 19 11/8 03
0 Hornik’. These manuscript annotations not only enrich the museum’s collection of
autographs but also tell us much about the history of this print.

We know that C.P.E. Bach gave this copy to somebody named Kozeluch (KoZeluch).®
Here arises the question of which of the two brother composers by this name might be

1) WOTQUENNE, Alfred. Thematisches Verzeichnis der Werke von Carl Philipp Emanuel Bach (1714-1788).
Leipzig: Breitkopf & Hartel, 1905. 109 pp.

2) HELM, E. Eugene. Thematic Catalog of the Works of Carl Philipp Emanuel Bach. New Haven, CT: Yale
University Press, 1989.

3) Répertoire International des Sources Musicales : Einzeldrucke vor 1800. Vol. 1, ed. Karlheinz Schlager.
Kassel: Barenreiter-Verlag, 1971. p. 165.

4) Compared with a facsimile of his handwriting published in Die Musik in Geschichte und Gegenwart. Alige-
meine Enzyklopédie der Musik begriindet von Friedrich Blume. Kassel: Barenreiter, 1999. Personenteil 1,
pp. 1281-82.

5) | spell the name KoZeluch as it was spelled by the two brother composers Kozeluch themselves, and as
adopted in modern dictionaries, e.g. by Milan PoStolka in The New Grove (2002) and by Kamila Halova and Jifi
Mikulas in Ceska divadelni encyklopedie (A Czech Theatrical Encyclopaedia, 2007).
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involved. The matter is more complicated in that the KoZeluch who lived in Prague owned
a collection of music manuscripts and prints.® On the last page of the C.P.E. Bach print
is a list of subscribers thereto, including e.g. FrantiSek Xaver DuSek who ordered seven
copies. But among them we find neither Leopold KoZeluch (1747-1818), who worked in
Vienna, nor the Prague composer Johann Anton KoZeluch (1738-1814).

A starting point for us can be the names of later owners of the print, indicated by the
signatures and annotations thereon: ‘Worzischek’, “Kodytek’, and ‘Kadlecek’.

The first of these is the signature of the composer Jan Hugo VorfiSek (1791-1825).”
Literature refers to his friendship with Katefina Cibbini, the daughter of Leopold KoZeluch,
and perhaps with Leopold KoZeluch himself.8 Katefina Cibbini played duets with Vorisek,
and in 1818 submitted an application to Prince Trautmansdorff on VofiSek’s behalf for
the vacant position of court organist in Vienna. Vorisek dedicated to her his Variations
brillants sur le Theme [...] La Sentinelle op. 6 (Zuckerova I-6) in its version for two pianos,
published by P. Mechetti in Vienna. Thus it is easily imaginable that the C.P.E. Bach
print came into VoriSek’s possession thanks to his friendship with the family of Leopold
Kozeluch.

The signature ‘Kodytek’ is undoubtedly that of VoriSek’s brother-in-law and first
biographer Vaclav Kodytek (1787-1872), who lived in Vamberk. As for the village of
KySperk (today called Letohrad), where Hornik noted he received the print as a gift from
the teacher Kadlecek, that was the last place place of residence of VoriSek’s brother
FrantiSek (1784-1843), a priest,® with whom the composer lived the last part of his life
while ill with tuberculosis®® and to whom he left all his possessions in his will. The list of
those possessions, made upon the composer’s death in Vienna, includes a fortepiano,
a violin with case, and unspecified items of musical notation-*'which may or may not
have included the C.P.E. Bach print. It is possible that the composer gave the print to his
brother while still alive, or that he gave it to his brother-in-law Vaclav Kodytek from whom it
then came to his brother. In any case, the brother FrantiSek evidently left the composer’s

musical bequest in KySperk, because his successor as dean there, Anton Buchtel,

6) SCHONFELD, Johann Ferdinand von. Jahrbuch der Tonkunst von Wien und Prag: Faksimile - Nachdruck
der Ausgabe Wien 1796. With afterword and index by Otto Biba. Munich: Musikverlag Emil Katzbichler, 1976.
Chapter 5, ‘Liebhaber, welche Sammlungen von verschiedenen Musikalien besitzen’, p. 144.

7) Compared with a facsimile of his signature in ZUCKEROVA, Olga. Jan Hugo VoFisek (1791-1825): Thematic
Catalogue, ed. Ladislav S&erbanié. 1st ed. Prague: Editio Barenreiter, 2003. Both this facsimile and the signa-
ture on the print VI A 179 are written in Latin script. An autograph musical manuscript in the Czech Museum of
Music (catalogue number X A 206) has the signature in cursive script (Schwabach).

8) E.g. BUSEK, Jan. ‘Za nasi hudebni minulosti: Jan Vaclav VoFigek’ (In Pursuit of Our Musical Past...), in
Hudebni vychova: list Ceskoslovenské Jednoty hudebnich stavii. 1931, Vol. 12, No. 2, pp. 24-26. POSTOLKA,
Milan. Leopold KoZeluh: Zivot a dilo. Prague: Statni hudebni vydavatelstvi, 1964, pp. 37 and 56. VOJTISKOVA,
Lenka. ‘Katefina Cibbini-KoZeluhova'. Zpravy Bertramky. 1961, No. 29, p. 4. ZUCKEROVA, Olga. Jan Hugo
Vorisek (1791-1825): Thematic Catalogue, pp. 9, 34, and 92.

9) He served as a priest in KySperk, Petrovice, and Nekof. See STEDRON, Bohumir. ‘Vofisek Frantisek’.
In Ceskoslovensky hudebni slovnik osob a instituci (Czechoslovak Musical Dictionary of Persons and Institu-
tions), 1st ed., Vol. 2. Prague: Statni hudebni vydavatelstvi, 1965, pp. 907-08.

10) STEDRON, Bohumir. ‘Vofisek Jan Vaclav (Hugo). In Ceskoslovensky hudebni slovnik osob a instituci,
1st ed., Vol. 2. Prague: Statni hudebni vydavatelstvi, 1965, p. 908.

11) BUSEK, Jan. ‘Za nasi hudebni minulosti: Jan V. Voisek’. In Hudebni vychova: list Ceskoslovenské Jednoty
hudebnich stavi. 1931, Vol. 12, No. 8, p. 117.
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offered autographs from the composer’s estate to the Gesellschaft der Musikfreunde in
Vienna.t?

Everything learned from tracing the history of ownership of this print indicates that
the Kozeluch to whom Carl Philipp Emanuel Bach gave it was Leopold. This conclusion
adds to our understanding of relations among various musical families, here specifically
between C.P.E. Bach and Leopold Kozeluch and between the families of Leopold KoZeluch

and Jan Hugo VoriSek, and for this reason we can say that the museum’s copy of the print
constitutes an important historical source.*?

Jan Vaclav Hugo Vorisek
Litografie/ Lithograph, ca. 1820
NM-CMH 1, F 42
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12) These autographs included the composer’s own list of his works with an annotation by Buchtel. See
ZUCKEROVA, Olga. Jan Hugo Vofisek (1791-1825): Thematic Catalogue, p. 12.
13) This study originated as part of a research project of the Ministry of Culture, No. MKO0002327202.
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Missale Olomucense

DAGMAR STEFANCOVA

Nejstarél’ tisk ze sbirek Ceského muzea hudby, Missale Olomucense z roku 1499, byl
zhotoven v dilné norimberského tiskare Georga Stuchse! v fadé liturgickych knih,
na jejichz produkci se Stuchs specializoval. Objednavali je u ného zastupci rlznych bis-
kupstvi a arcibiskupstvi (Regensburg, Salzburg, Krakow, Magdeburg, Linkdping, ale také
Praha, Olomouc atd.). Poptavka po tisténych misalech byla tehdy pomérné velka, proto-
Ze napomahaly udrZet jednotu bohosluzebnych obfadl v rdmci diecézi a prece jen ne-
byly tak nakladné jako starsi rukopisy. Stuchsova oficina disponovala vhodnym typovym
materidlem vcetné not, které zacal do svych tisk(i zafazovat od roku 1491. Poptavku
zmensila v 1. poloviné 16. stoleti reformace a po ni Tridentsky koncil (1545-1563), z je-
hoz povéreni vydal papez Pius V. v roce 1570 spolecny fimsky misal.

Prvni vytisk Olomouckého misalu vySel roku 1488 v Bambergu (tiskaf Johann Sen-
senschmidt),? a to nakladem 420 kusu (z toho 400 kusU tisténych na papiru a 20 kusl
na pergamenu). Jeho iniciatorem byl administrator olomoucké diecéze, biskup vara-
dinsky, uhersky kanclér a diplomat Matyase Korvina Jan Filipec. V roce 1497 nastoupil
na olomoucky biskupsky stolec Stanislav Thurzo a zacal usilovné pracovat na obnoveé své
diecéze. Mezi jeho zakazky patfi jedny z prvnich moravskych prvotiskl a také zminény
misal, vytistény v Norimberku.

ExemplaF Stuchsova prvotisku ziskalo Ceské muzeum hudby do svych sbirek koupi
z antikvariatu v roce 1995. Obsahuje 305 folii ¢islovanych vpravo nahore fimskymi Gisli-
cemi, jimz prfedchazi 12 folii necislovanych; novodoba foliace byla provedena arabskymi
cCislicemi tuzkou (celkem 317 folii). Jednotlivé archy byly vazany ve slozkach a-z, A-P, a to
vétSinou po Gtyrech. Velmi uvolnéna vazba mezi fol. CLXXXVI a CLXXXVII dava tusit, Ze se
na tomto misté nachazel Canon missae (mesni fad), ktery se zachoval v nékterych jinych
exemplarich a byl vytistén na pergamenu spolu s velkymi kolorovanymi dievorezy.® Tisklo
se ¢ernou a ¢ervenou barvou na kvalitnim papiru,* pouze v nékolika prvnich sloZkach
(a-c) byl pouzit defektni papir se zfetelnym otiskem blize neuréeného latinského spisu.
Na prednim a zadnim pridesti jsou vlepeny dva listy némeckého tisténého kalendare.
Text je vysazen gotickym pismem.

Tak jako prvni tistény Olomoucky misal mél i tento tisk reprezentativni pergameno-
vou verzi® a verzi papirovou. LiSi se od sebe mimo jiné Urovni vyzdoby, ktera ve druhém
pfipadé zahrnuje jedinou ruéné malovanou inicialu (fol. 13r), nékolik inicial drevorezo-

1) Georg Stuchs (Stlichs, Stéchs), nar. ? v Sulzbachu, zemf. v Norimberku 1520.

2) BOLDAN, Kamil: Bamberské vydani olomouckého a prazského misalu (1488 a 1489). Referat na 8. ro¢ni-
ku odborné konference Problematika historickych a vzacnych kniZnich fondd Cech, Moravy a Slezska (20.-21.
fijna 1999). Dostupny z: http://www.vkol.cz/konf/99ref02.htm [cit. 27. 2. 2008].

3) Napt. Narodni knihovna Praha, oddéleni rukopisl a starych tiskd, sign. 43.B.28; Védecka knihovna Olo-
mouc, sign. Il 47.805.

4) BRIQUET, C. M.: Les filigranes. Dictionnaire historique des marques de papier dés leur apparition vers
1282 jusqu’en 1600, 4 sv., Leipzig 1923. C. 4773 - koruna s trojlhelnikem na prodlouZeni osy. Papir z papirny
ve Wirzburgu (1499-1504).

5) Veédecka knihovna v Olomouci, sign. lll 47.805. Tisk pochazi z jezuitské koleje v Brné.
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vych s jednoduchym rostlinnym motivem a velky drevorez na prvnim necislovaném foliu,
predstavujici znak olomouckého biskupa Stanislava Thurza. V pergamenovém exemplari
je tento drevorez umistén na jiném misté a kolorovan. Na zacatku notovanych prefaci
zlistalo v muzejnim tisku prazdné misto, uréené pro velkou inicialu P, kterou vSak malif
nikdy nedoplnil.

Kniha foliového formatu byla svazana do drevénych desek potazenych klzi. Z ptvod-
niho kovani a dvou spon se zachovaly pouze zbytky, také slepotiskova vyzdoba vazby je
velmi poSkozena. Da se vSak soudit, Ze méla ramovy charakter, na predni strané se za-
chovanym vyrazenym napisem ,Missale || Olomucen || MDXXIX“, na zadni strané s tor-
zem hebrejského napisu. Vazba je tedy mladsi (1529) nez tisk, datovany na fol. CCCVv
dnem 29. bfezna 1499.°

Pro Ceské muzeum hudby je Olomoucky misal zajimavy predev&im z hudebniho hle-
diska - a v tomto pripadé pfichystal nemalé prekvapeni. Notované zapisy v ném jsou
trojiho druhu:

a) tistény oddil prefaci (folia CLXIlIr - CLXXXVIv) notovany na ¢tyflinkové osnové cho-
ralni rhombickou notaci;

b) nékolik rukopisnych vpiskl - intonaci - opét notovanych na Ctyflinkové osnové
choralni rhombickou notaci;

c) znaky vepsané do textu bez opory notové osnovy, které pouzivaji tfi zakladnich tva-
rd rhombické notace a slouzily pravdépodobné jako intonacni pomUicka pro knéze.

Pravé posledni priklad si zaslouzi zvlastni pozornost. V misalu jsou takto ,.zhudebné-
na“ ¢teni prislusna k celé radé svatkl (nikoliv vSak dlsledné) a, jak se zda, vSechna tymz
pisarem. Pouzival ¢ervenou kontrastni barvu a jen vyjimecéné Cerny inkoust. Notovany
nejsou ¢asti mesniho propria s vlastnim choralnim napévem (introitus, graduale, offerto-
rium atd.). Pfi srovnani s dalSimi exemplari Olomouckého misalu,” kde se podobné znaky
nenachazeji, midzeme konstatovat, Ze mame pred sebou doklad o tom, jak kniha Zila
a byla v praxi pouzivana. Bohuzel v ni neni Zzadny proveniencni pfipis, ktery by o historii
tohoto prvotisku prozradil vice.

Olomoucky misal byl zafazen do fondu nejstarsich hudebnin v CMH, tzv. sbirkového
Useku AZ, a to pod signaturou AZ 86.

6) ,Missali [...] sacrosancte ecclesie Olomucen. ordinato Georgius Stlichs ex Sulczpach artis impressorie
haud ignarus in orbe Nirnberga tercio die ante kalendas apriles Anni ab incarnatione salvatoris n[ost]ri nona-
gesimi noni supra millesimum quadringentesimum finem dedit optatum.”

7) Uvadi je napt. Katalog prvotiskti Knihovny Narodniho muzea v Praze a zameckych a hradnich knihoven
v Ceské republice, ed. Jitka Simékova, Jaroslav Vrchotka, et al., KLP (Koniasch Latin Press), Praha 2001,
s. 280-281 (€. 1312-1317). Zde jsou uvedeny také odkazy na dalSi soupisové prace.
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he oldest print in the collections of the Czech Museum of Music, the Missale

Olomucense from 1499, comes from the workshop of the Nurnberg printer Georg
Stuchs!as part of a series of liturgical books, in the production of which Stuchs specialized.
These books were ordered from Stuchs by representatives of various bishoprics and
archbishoprics: those of Regensburg, Salzburg, Krakow, Magdeburg, Linkoping, Prague,
Olomouc, etc. The demand for printed missals was relatively high at that time, because
they helped maintain uniformity in worship services within a diocese and were not so
expensive as older manuscripts. Stuchs’s enterprise offered suitable materials including
music notation, which he began including in his prints in 1491. Demand declined in
the first half of the sixteenth century because of the reformation and then the Council
of Trent (1545-63), on the instructions of which Pope Pius V issued a universal Roman
missal in 1570.

The first printing of the Olomouc missal was issued in 1488 in Bamberg by the printer
Johann Sensenschmidt,? in 420 copies (400 on paper and 20 on parchment). Its initiator
was the administrator of the Olomouc diocese Jan Filipec-the bishop of Varad, Chancellor
of Hungary, and a diplomat in the service of Matthias Corvinus. In 1497 Stanislav Thurzo
became bishop of Olomouc and began working strenuously to improve the functioning of
his diocese. Orders he placed included some of the earliest Moravian first prints and also
the missal here in question, which was printed in Nirnberg.

The Czech Museum of Music acquired its copy of Stuchs’s first print by purchase from
an antiquarian dealer in 1995. It contains 305 folios numbered at the upper right with
Roman numerals, preceded by 12 unnumbered folios; modern numbering of the folios was
carried out with Arabic numerals in pencil (a total of 317 folios). The double folios are bound
in bundles lettered a-z and A-P, mostly in groups of four. The very loose binding between
folios CLXXXVI and CLXXXVII suggests that a Canon missae (canon of the mass), printed on
parchment together with large coloured woodcuts and preserved in some other copies,® was
found here. Printing is in black and red on high-quality paper;* damaged paper, with the clear
imprint of an undetermined Latin treatise, is found only in the first few bundles (a-c). Glued to
the insides of the front and back covers are two sheets from a printed German calendar. The
text is set in Gothic script.

1) Georg Stuchs (also Stilichs or Stéchs), born in Sulzbach (year unknown), died in Nlrnberg 1520.

2) BOLDAN, Kamil, Bamberské vydani olomouckého a prazského misalu (1488 a 1489). Paper delivered in the
eighth annual scholarly conference on Issues of Historical and Rare Book Collections of Bohemia, Moravia, and
Czech Silesia (20-21 October 1999). Accessible at: http://www.vkol.cz/konf/99ref02.htm (cit. 2008-02-27).

3) E.g.inthe National Library in Prague, Manuscripts and Early Printed Books Department, catalogue number
43.B.28; the Scholarly Library in Olomouc, catalogue number Il 47.805.

4) BRIQUET, C. M., Les filigranes. Dictionnaire historique des marques de papier dés leur apparition vers
1282 jusqu’en 1600, 4 volumes. Leipzig, 1923. No. 4773 - a crown with a triangle for extending the axis.
Paper from the paper works in Wirzburg (1499-1504).
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Like the first printed Olomouc missal, this print too had a deluxe parchment version®
as well as a paper version. The two versions differ in, among other things, the quality of
ornamentation, which in the second case includes just one hand-painted initial (fol. 13r),
several woodcut initials with a simple plant motive, and a large woodcut on the first
folio (unnumbered) showing the symbol of the Olomouc bishop Stanislav Thurzo. In the
parchment version this wood cut is placed elsewhere and coloured. At the beginning of
the opening prayers with musical notation a blank space remains in the museum’s copy,
intended for the large initial letter P which however the painter never supplied.

In folio format, the book is bound into wooden plates covered with leather. Of the
original metal work and two binders only fragments remain. The blind blocking decoration
of the binding is also seriously damaged, but it apparently had a frame design, having
on the front side the embossed words ‘Missale || Olomucen || MDXXIX which are still
preserved; on the back one can see a remnant of some words in Hebrew. The dating of
the binding (1529) shows it to be newer than the print, which is dated 29 March 1499
on fol. CCCVv.®

For the Czech Museum of Music the Olomouc Missal is interesting above all from the
musical standpoint-and in this case it holds no small surprise. Its musical notations are
of three kinds:

a) the printed section of opening prayers (folios CLXIllr - CLXXXVIv) written on
a four-line staff in rhombic plainchant notation;

b) several manuscript insertions-intonations-again written on a four-line staff in
rhombic plainchant notation; and

c) symbols written into the text without staves, using three basic shapes of rhombic
notation, probably serving as an aid to the priest in intonation.

This last example deserves special attention. The missal contains readings for a whole
series of feasts ‘set to music’ in this way (not consistently, however), apparently all by the
same scribe. He used a contrasting red colour, and black ink only exceptionally. The
parts of the mass proper having their own plainchant melody (introit, gradual, offertory,
etc.) show no musical notation. By comparison with other copies of the Olomouc missal,’
where such musical symbols are not found, the museum’s copy provides evidence of how
the book was used in living practice. Unfortunately it contains no annotation indicating
its provenance, which might tell us more about the history of this first print.

The Olomouc missal is deposited in the collection of the oldest items of musical
notation in the Czech Museum of Music, the ‘AZ’ collection unit, under catalogue number
AZ 86.

5) Scholarly Library in Olomouc, catalogue number Il 47.805. The print comes from the Jesuit college in
Brno.

6) ‘Missali[...] sacrosancte ecclesie Olomucen. ordinato Georgius Stlichs ex Sulczpach artis impressorie haud
ignarus in orbe Nlrnberga tercio die ante kalendas apriles Anni ab incarnatione salvatoris n[ost]ri nonagesimi
noni supra millesimum quadringentesimum finem dedit optatum.’

7) As listed for example in Katalog prvotiskli Knihovny Narodniho muzea v Praze a zameckych a hradnich
knihoven v Ceské republice (Catalogue of First Prints of the Library of the National Museum in Prague and of
Libaries in Stately Homes and Castles in the Czech Republic), compiled by Jitka Simakova, Jaroslav Vrchotka, et
al., KLP (Koniasch Latin Press), Prague 2001, pp. 280-81 (Nos. 1312-17). This catalogue also gives references
to other lists.
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Klavir,
na ktery hral Mozart

DANIELA KOTASOVA

ladivkovy klavir pochazi pravdépodobné z dilny Franze Xavera Christopha a je sou-

gasti sbirky hudebnich nastrojli v Narodnim muzeu - Ceském muzeu hudby. Na toto
kfidlo hral Wolfgang Amadeus Mozart pfi své prvni navstévé Prahy v lednu 1787 v Ustavu
Slechticen na Novém Mésté prazském. Udalost pfipomina pozdéjsi romanticka plaketa
umisténa na vnitni strané klopny klaviru.

Klavir byl zhotoven pfiblizné v roce 1785 a neni autorsky oznacen. V roce 1992 byl
uréen jako prace Ignaze Kobera (1756-1813), rodaka z moravské Olomouce, vyznam-
ného videnského varhanare. Pfi generalnim restaurovani ve Vidni v roce 2006 bylo toto
autorstvi zpochybnéno. Rakousti specialisté zjistili, Ze se s nejvétsi pravdépodobnosti
jedna o praci Franze Xavera Christopha (1728-1793), u néhoZ se Ignaz Kober vyucil.
Tento vidensky mistr byl aZz do své smrti oznacovan za ,,druhého nejlepsiho mistra po An-
tonu Walterovi“. Dosud jsou zndmé pouze tii nastroje F. X. Christopha: kombinace var-
han a stolového klaviru - varhanovy klavir ve videnské sbirce,* stolovy klavir v Zahfebu?
a claviorganum na zamku JeviSovice u Znojma.® Jedna se proto o unikatni nalez, ktery
znamena vyznamny posun ve vyzkumu strunnych klavesovych nastrojd posledni tretiny
18. stoleti.

Do podzimu roku 2005 byl klavir vystaven ve vile Bertramka, nebot predstavuje je-
den z nejvyznamnéjsich dokladl bezprostredniho plsobeni Wolfganga Amadea Mozarta
v Praze. Jako jediny nastroj z tohoto okruhu se zachoval v téméf pavodni podobé, napfi-
klad ve srovnani s ,mozartovskym* kfidlem v Salcburku ma prevahu ptvodniho ostruné-
ni. V listopadu roku 2005 byl klavir prevezen do Vidné a svéfen pfednimu rakouskému
restauratorovi Albrechtu Czerninovi, ktery pracoval za odborného dohledu docenta Al-
fonse Hubera, rakouského specialisty na strunné klavesové nastroje prelomu 17.-18.
stoleti. PGvodnim predpokladem bylo restaurovani nastroje do ,vystavitelného* stavu pfi
zachovani maximalni historické autenticity. Pfi nasledujicim odborném prozkoumani se
ukazalo, ze klavir je ve své celkové strukture neporuseny a Ze rezonanéni deska ma
vysokou stabilitu. Za pomoci endoskopu proved! Albrecht Czernin technicky nakres do-
posud neznamé vnitfni konstrukce kfidla. Na zakladé téchto zjisténi se zacalo uvaZovat
0 moznosti restaurovat nastroj do ,hratelného“ stavu. V Gvahu vSak prichazelo pouze
opatrné naladéni strun (o tercii nize od plvodniho ladéni), aby se na klaviru mohla pro-
vést zvukova ukazka.

Kladivkovy klavir je celodievéné konstrukce se dvéma kolennimi pakami a ma rozsah
pét oktav (F, - f°). Je vybaven naraznou klavirni mechanikou (Stofzungenmechanik), kde

1) Kunsthistorisches Museum Wien, Sammlung alter Musikinstrumente,
Maria-Theresien-Platz, 1010 Wien

2) Muzej za umjetnost i obrt, Trg marSala Tita 10, 10000 Zagreb

3) Stary zamek - JeviSovice, Moravské zemské muzeum Brno
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jsou jednotliva kladivka pripevnéna na samostatné listé stojici vzadu a hlavice kladivek
jsou sklonény proti hraci. Jedna se o jeden z mala prikladd pfimého uZiti Cristoforiho
vzoru stavby klavir(l ve videnském prostiedi osmdesatych let 18. stoleti. Mahagonova
skFin (o rozmérech 221 cm - délka, 98 cm - Sitka, 24 cm - vyska) stoji na Ctyfech nohach
zuzujicich se ve CGtyrhran. Na rezonancni desce je rozeta o praméru 10cm. Klaviatura
s ¢ernymi klavesami zdobenymi perleti upouta kazdého na prvni pohled.

Celkovy pohled na klavir / General v[ew of the fortepiano
Franz Xaver Christoph, ca. 1785, NM-CMH 2, E 2090
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A Piano Played by Mozart

DANIELA KOTASOVA

he Czech Museum of Music’s musical instruments collection includes a pianoforte

probably made by Franz Xaver Christoph. In January 1787 it was played by Wolfgang
Amadeus Mozart during his first visit to Prague, in the Institute of Noblewomen in Prague’s
New Town-an event commemorated by a romantic plaque later affixed to the inside of
the instrument’s lid.

The instrument was made sometime around 1785. It bears no indication of its maker,
but in 1992 was provisionally determined to be the work of Ignaz Kober (1756-1813), a
native of Olomouc (in Moravia) and an important organ builder in Vienna. Then during
general restoration of the instrument in Vienna in 2006 the identity of the maker was
called into doubt. Austrian specialists found it to be in all probability the work of Ignaz
Kober’s teacher, Franz Xaver Christoph (1728-93)-a Viennese master who was called
to the end of his life ‘the second best master after Anton Walter’. Otherwise only three of
his instruments are known today: a combination of an organ and a table piano known as
an ‘organ piano’ in a Viennese collection,* a table piano in Zagreb,? and a ‘claviorganum’
(also a combination of an organ and a piano) in the stately home JeviSovice near Znojmo
(in Moravia).® Thus the identification of Christoph as the maker of the instrument in
Prague is a rare discovery that constitutes an important step forward in the study of
stringed keyboard instruments from the last third of the eighteenth century.

Until November 2005 this fortepiano was on display in the Memorial to Wolfgang
Amadeus Mozart and the Duseks in the villa Bertramka, because it constitutes one of
the most important mementos of Mozart’s activities in Prague. It is the only musical
instrument with which Mozart is known to have come into contact anywhere that has
been preserved in almost its original form. For example, by contrast with the ‘Mozart’
piano in Salzburg it has most of its original strings.

From Bertramka the instrument was moved to Vienna and entrusted to the prominent
Austrian restorer Albrecht Czernin, who worked under the expert supervision of Docent
Alfons Huber, an Austrian specialist in stringed keyboard instruments. The original intent
was only to restore it to such a condition that it could be displayed, while preserving
maximum historical authenticity. The ensuing expert examination found it to be
unchanged in its overall structure, with its soundboard very stable. Using an endoscope,
Mr. Czernin made a technical drawing of the internal construction, which had not been
known, and based on his findings consideration was given to the possibility of restoration
to the point of playability. However, all that was feasible in the end was to undertake a
cautious tuning of the strings, a third lower than their original tuning, so as to allow a brief
demonstration of the instrument’s sound.

1) Kunsthistorisches Museum Wien, Sammlung alter Musikinstrumente,
Maria-Theresien-Platz, 1010 Wien.

2) Muzej za umjetnost i obrt, Trg marsala Tita 10, 10000 Zagreb.

3) Stary zamek (Old Stately Home) in JeviSovice, Moravian Museum in Brno.
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This fortepiano is of all-wooden construction, with two knee levers and a compass of
five octaves (F, - f%). It has impact action (StoRzungenmechanik) whereby the individual
hammers are fastened to a separate rail standing at the rear and their heads are
inclined toward the player. This is one of only a few instruments showing direct usage
of Cristofori’s model for piano construction in Vienna in the 1780s. The mahogany case,
measuring 221 cm. long, 98 cm. wide, and 24 cm. high, stands on four legs that narrow
into a square cross-section. On the soundboard is a rosette measuring 10cm in diameter.
The keyboard, having black keys decorated with mother-of-pearl, attracts everyone’s
attention at first glance.

Rozeta na rezonancni desce kladivkového klaviru /
Rosette on the sounding board of fortepiano

Franz Xaver Christoph, ca. 1785

NM-CMH 2, E 2090
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Prehravac fonovalecku

VOJTECH MOJZiS - MILAN FUGNER

onotéka hudebné&historického oddé&leni Ceského muzea hudby uchovava ve svych

depozitarich desetitisice zvukovych nosicl rizného typu a rlizného stéari. Vedle nosi-
¢l vyrobenych teprve nedavno (dlouhohrajici gramofonové desky, magnetofonové pasky
a kazety nebo dnes nejrozSifenéjsi nosice typu CD) mezi né patfi i nejstarsi kiehké Sela-
kové gramofonové desky a fonografické valecky z prelomu 19. a 20. stoleti.

Nezbytnou soucasti fonotéky je zvukové studio, které ma ve svém vybaveni rozma-
nitou techniku, schopnou prehravat vSechny typy zvukovych archivalii. Je zde tak mozné
sestavit mnohdy velmi neobvyklé reprodukéni fetézce, které propojuji i znacné nesouro-
dé pristrojové komponenty.

Na zacatku kazdého takového fetézce stoji jako zdroj signalu vzdy néktery ze zvu-
kovych nosicl se svym prehravacem, na jeho konci pak moderni zvukova reprodukeni
soustava. Neni nutné, a mnohdy ani nejvhodnéjsi, aby prehravac byl stejné stary jako
reprodukovany zvukovy nosi¢. Pro kazdy zvukovy nosi¢ by vSak mélo byt zvoleno takové
snimaci zafizeni, které je schopno archivovany signal sejmout v nejlepsi mozné kvalité
a pritom se zachovat Setrné viici archivovanému nosici.

Tento pozadavek spliuje nedavno ziskany specialni prehravacé fonografickych valec-
kU, ktery zkonstruoval a vyrobil Milan Flgner, dlouholety a zkuseny pracovnik Vyzkumné-
ho Ustavu zvukové, obrazové a reprodukéni techniky v Praze. Jeho zafizeni pro elektrické
snimani signalu z fonografickych valecki snima z drazek fonografickych valeckd mecha-
nicky zaznam a prevadi ho na signal elektricky.

Jak byl tento pristroj vyroben?

Ze zbytku diktafonu z konce 19. stoleti, na kterém se prehraval specialni typ fonogra-
fickych valeckU, byla pro konstrukci naseho prehravace pouZita litd zakladni deska (jsou
na ni dokonce uchovany i firemni znaky pdvodniho vyrobce) s pfipevnénym kuzelovym tr-
nem s loZisky. KuzZelovy unaseci trn diktafonu je sice delSi nez obvykly trn fonografd, jeho
primér a kuzelovitost vSak vyhovuje nasemu Gcelu. V této Casti pristroje tedy nemuselo
dojit k zadnym zasadnim Upravam, pouze k vyCisténi a prelesténi loZisek a hridele.

Plvodni zaznamové i snimaci hlavy diktafonu se posunovaly pomoci pfesného Srou-
bu, bohuZel s odliSnym poctem zavitl, neZ jaky fonografické valecky vétsinou vyzaduji.
Najit spravny posuvny Sroub se vSak ukazalo jako nefeSitelny problém, protoze nas evrop-
sky systém mér a norem z pocatku 21. stoleti se velmi odliSuje od systému americké-
ho z prelomu 19. a 20. stoleti. Hledala se tedy alternativni cesta. K pohonu stavajiciho
posuvného Sroubu bylo vyrobeno jiné ozubené kolo se specialné volenym poctem zubd,
a to v mirach u nas v soucasné dobé naprosto neobvyklych. Toto narocné reseni vSak
pfineslo soucasné i jistou vyhodu, a to v tom, Ze pouhou zpétnou vyménou ozubeného
kolecka za pUvodni je mozné timto adaptovanym zatizenim prehravat i plvodni valecky
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diktafonové.® Pohon prehravace obstarava jednofazovy asynchronni elektromotor s po-
suvnym polem.

Reprodukéni fetézec zacina stereofonni snimaci vioZzkou, u které byl stavajici hrot
zaménén za safirovy, béZzné pouzivany pro snimani standardnich gramofonovych desek.
Vlozka je upevnéna na citlivé odpruzeném vahadle, kterym podél fonografického valecku
pohybuje vozik na Sroubu. Vahadlo dovoluje vloZce pohyb nahoru, doli a mirné i do stran.
To je velmi dUlezité, protoze vSechny valecky jsou stafim deformované.

Kabelem prichazi elektricky signal ze stereofonni vlozky na vstup nizkoSumového
operacniho zesilovace a pres transformator pokracuje do dalSich zafizeni reprodukéni-
ho fetézce, v némz je Flgner(v prehravacé zapojen obdobnym zplsobem jako elektricky
gramofon ¢i magnetofon. Diky tomu miZeme fonografické valecky nejen poslouchat, ale
také ihned digitalizovat a v této nové formé ukladat do pocitacové paméti.

Ke studijnim Gcellim se tak badatelim a zajemcim o historii zvukového zaznamu
otevira ve fonotéce hudebné&historického oddéleni Ceského muzea hudby napfiklad moz-
nost poslechu vzacné kolekce fonovaleék( z osobniho archivu Cerka Tondla. Tento Sesky
pévec a milovnik hudby nam ve své shirce z prvni dekady 20. stoleti zanechal vice nez
1100 nahranych fonovaleckl. Uchovavaji nejen béznou dobovou mezinarodni komeréni
produkci (zejména nahravky dechovych orchestrd), ale i mnohé jedine¢né nahravky pé-
veckych vykonu tehdejSich vyznamnych ¢lent Narodniho divadla, jak je za pomoci své
soukromé aparatury Tondl sam pofidil a zdokumentoval.

Prehravac s nasazenym valeckem a jeho pivodnim obalem /
Player with phonographic cylinder and its original cover
Fotografie / Photograph, Oto Palan

1) Otacky kuzelového trnu byly nastaveny na hodnotu 160 otac¢ek za minutu. V nutném pfipadé Ize poci-
tacovou technikou zménit rychlost pfehravani, a tim i frekvenci zvukového signalu, v naslednych ¢astech
fetézce.
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A Phonographic
Cylinder Player

VOJTECH MOJZiS AND MILAN FUGNER

he recordings library of the Czech Museum of Music’s Music History Division holds

tens of thousands of recordings on various media and of various ages. Apart from
types of media produced only recently-such as long-playing phonograph discs, magnetic
tapes, cassettes, and compact discs (the type most widely used today)-these include the
oldest, fragile shellac discs and phonographic cylinders from around 1900.

An indispensable part of our recordings library is the sound studio, which has diverse
types of equipment capable of playing all types of archived recordings. Here one can also
put together reproduction chains that are often very unusual, interconnecting even quite
heterogeneous hardware components.

At the beginning of every such chain stands, as the source of the signal, a recording
on one of the various media with its player, and at its end a modern sound reproduction
system. It is not necessary, and often not most advantageous, for the player to be as
old as the recording. However, reading equipment should be chosen for each recording
that is capable of reading the archived signal with the best possible quality while not
damaging the recording itself.

This requirement is met by a recently-acquired special phonographic cylinder player
designed and built by Milan Figner, a long-time, highly experienced employee of the
Research Institute for Sound, Visual, and Reproduction Equipment in Prague. His
‘instrument for electronic reading of signals from phonographic cylinders’ registers the
original sound mechanically from the grooves in these cylinders and converts it to an
electronic signal.

How was this instrument produced?

Used for the construction of our player was the cast iron basic plate (showing the
symbols of the original manufacturer) from a remnant of a dictaphone from the late
nineteenth century that played a special type of phonographic cylinders. Attached to this
plate is a cone-shaped mandrel with bearings. Although the dictaphone’s cone-shaped
supporting mandrel is longer than is usual on phonograph players, its diameter and its
tapered shape suit our purpose. Thus no fundamental changes had to be made to this
part of the instrument, only cleaning and polishing of the bearings and the gear wheel.

The dictaphone’s original recording and reading heads were moved along the cylinder
using a bright bolt, unfortunately having a different number of threads than phonographic
cylinders usually require. Finding the correct bright bolt proved to be impossible, because
our European system of weights and measures in the early twenty-first century is very
different from the American system used ca. 1900. And so an alternative method was
sought. A different gear with a specially-chosen number of teeth was produced, in
dimensions that are very unusual in our country today, to propel the existing bright bolt.
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Although demanding, this solution had a certain advantage in that by merely changing
the gear back to the original one it is possible to play the original dictaphone cylinders
with this adapted instrument.! The player is powered by a single-phase asynchronous
electric motor with a shifting field.

The reproduction chain starts with a stereophonic reading cartridge in which the
existing stylus has been replaced by a sapphire one normally used for reading standard
phonographic discs. The cartridge is fixed to a sensitively sprung weight, via which the
carriage moves along the phonographic cylinder on the bolt. The weight allows the
cartridge to move up, down, and also slightly to the sides. This is very important, because
all the cylinders are deformed by age.

The electrical signal from the stereophonic cartridge is transmitted by a cable to the
input of a low-noise operational amplifier and continues via a transformer into further
components of the reproduction chain, to which Flgner’s player is connected in a way
analogous to the connection to an electric phonograph or tape player. This allows us not
only to listen to phonographic cylinders but to digitalize them and store them in this new
form in a computer memory.

Thus researchers and those interested in the history of sound recording have (for
purposes of study) in the Czech Museum of Music’s recordings library such opportunities
as listening to a rare collection of phonographic cylinders from the personal archive of
Cenék Tondl-a Czech singer and music lover who left us more than 1,100 recorded
phonographic cylinders in his collection from the first decade of the twentieth century,
including not only common international commercial production of the time (especially
recordings of wind orchestras) but also many unique recordings of performances by
singers then active in the National Theatre as recorded and documented by Tondl himself
using his private apparatus.

Pfehravac,

detail setrvacniku

a prenosky /

Player,

detail of the balance
wheel and pickup

1) The rotations of the tapered mandrel have been set at 160 per minute. If needed, the speed of playing
and thus the frequency of the sound signal can be changed in the next parts of the chain using computer
equipment.
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Missale Olomucense / The Olomouc Missal. Tisk / Print, Nirnberg, 1499
Folio 13, introitus Ad te levavi s inicidlou ,A“ / with an initial “A”
NM-CMH 1, AZ 86
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Pohled na klaviaturu / View of the keyboard
Cerné klavesy s ebenovymi naklizky zdobené perleti / Keybord's black keys decorated with pearls
Franz Xaver Christoph, ca. 1785
NM-CMH 2, E 2090

Piehrava¢, detail setrvacniku a pfenosky / Player, detail of the balance wheel and pickup
Fotografie / Photograph, Oto Palan
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Pamatnik Josefa Suka v Kfecovicich / Josef Suk Memorial
Objekt vlevo / Building on the left. Fotografie / Photograph, Martin Stecker

Pamatnik Josefa Suka v Kiecovicich / Josef Suk Memorial
Sukova pracovna / Suk’s study. Fotografie / Photograph, Martin Stecker
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Noveée do Krecovic

JANA VOJTESKOVA

si Sedesat kilometrd smérem na jih od Prahy lezi obec Krecovice, rodisté skladatele

Josefa Suka (4. 1. 1874 - 29. 5. 1935). Jiz tradi¢né se zde posledni kvétnovou nedéli
schazi priznivei Sukova uméni, aby si pfipomnéli vyroci jeho umrti. K této vzpominkové
akci, kterou porada Mezinarodni hudebni festival Prazské jaro, neodmyslitelné patfi mlu-
vené slovo a v prednesu skladatelova vnuka houslisty Josefa Suka i Sukova hudba.

Letos se navstévnici mohli radovat také z nové otevieného Pamatniku Josefa Suka.
Domek - nynéjsi pamatnik - nechal pro svého syna postavit v r. 1895 ucitel a vynikajici
muzikant Josef Suk. Skladatel Suk v ném potom stravil vétSinu svého volného ¢asu, ktery
¢asto a rad vénoval komponovani. Pamatnik proSel v uplynulych dvou letech stavebni
rekonstrukci, na prvni pohled sviti novou fasadou a zve k navstévé. Hosté se mohou tésit
i na obnovenou expozici. Tu drivéjsi, ktera pochazela z doby 100. vyroéi skladatelova
narozeni a po vice nez tficeti letech byla znaéné zastarala, nahradila expozice nova. Pri
vstupu do domku nejprve upouta velka fotografie relaxujiciho Josefa Suka, ktera prosvita
z potemnélého prostoru. Jako by sam skladatel zval do svého obydli. Mistnost s fotografii
je v&novana kompozicim Josefa Suka a Ceskému kvartetu, v némz Suk jako druhy hous-
lista pUsobil vic nez Ctyricet let. Tuto ¢ast expozice dopliuje kratky audiovizualni porad
o Zivoté a dile skladatele.

Pamatnik Josefa Suka ma vSak i svou tradi¢ni podobu. Ve dvou mistnostech je zacho-
van plvodni nabytek, obrazy, fotografie, plastiky a dalsi predméty ze Sukovy pozlistalosti.
| ty mGZzeme spatfit v novém svétle. Nékolik obrazl bylo restaurovano, predevsim roz-
mérny obraz Hugo Boettingera Umélec a jeho pratelé a skica k tomuto velkému obrazu
- podobizna Josefa Suka. Obraz namaloval Hugo Boettinger ke skladatelovym 50. naro-
zeninam a zachytil na ném predni osobnosti naseho hudebniho Zivota, napt. dalSi Cle-
ny Ceského kvarteta, dirigenta Vaclava Talicha, houslistu Franti§ka Ondficka, klaviristu
a muzikologa Vaclava St&pana a dalsi. Také fada historickych fotografii (ateliéry Drtikol,
Langhans aj.) byla diky modernim technologiim oZivena a repasovana, aby navstévnik
mohl ocenit v plné mife jejich umélecké kvality. Jisté potési, Ze pocet vystavenych pa-
matek se oproti dfivéjsi expozici zvysil, miZzeme zde tedy vidét predméty, které doposud
nebyly vystaveny. Jako pfiklad uvedme medaili z olympijskych her v Los Angeles, kterou
Josef Suk ziskal v r. 1932 za pochod V novy Zivot.

Doufame, Ze Ceské muzeum hudby k obnové Pamatniku Josefa Suka jesté nefeklo po-
sledni slovo. Podafi-li se ziskat dalSi finanéni prostredky, radi bychom v roce 2010 u prile-
Zitosti skladatelova 75. vyroci Gmrti predstavili verejnosti obsahlejsi audiovizualni porad
a interiéry doplnili dalSim restaurovanym nabytkem.
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What’s New
in Krecovice

JANA VOJTESKOVA

bout sixty kilometres south of Prague lies the village of KreCovice, birthplace of the

composer Josef Suk (4 January 1874 - 29 May 1935). Each year on the last Sunday
in May devotees of Suk’s art traditionally gather here to commemorate the anniversary
of his death. Organized by the Prague Spring International Music Festival, this event
always includes the spoken word but also Suk’s music as performed by his grandson, the
violinist of the same name.

This year visitors could also take pleasure in the newly-opened Josef Suk Memorial,
situated in the house that the composer’s father Josef Suk, a teacher and outstanding
musician, had built for his son in 1895. From that time on, this is where the composer
spent most of his free time-which he frequently and gladly devoted to composing.

During the past two years the memorial has been renovated. At first glance one
notices its shining new facade, beckoning the visitor. Guests can also look forward to
a new exposition, replacing the former one which was mounted on the occasion of the
composer’s hundredth birthday and, after more than three decades, had become quite
antiquated. Upon entering the house one is immediately drawn to a large photograph
of the composer relaxing, which shines in the dusky space as though he himself were
inviting the visitor into his home. Otherwise the room with this photograph is devoted to
his compositions and to the Czech Quartet, in which Suk performed as second violinist for
more than forty years. This part of the exposition is supplemented by a short audiovisual
program on the composer’s life and work.

The Suk Memorial also has its traditional aspect, however. Preserved in two rooms
are original furnishings, paintings, photographs, items of sculpture, and other objects
from Suk’s estate. These, too, can now be seen in a new light. Several works of art
have been restored, above all the large painting by Hugo Boettinger called The Artist
and His Friends, and a sketch for Suk’s portrait therein. Boettinger created this work
of art for the composer’s fiftieth birthday, and captured in it leading figures of Czech
musical life including the other members of the Czech Quartet, the conductor Vaclav
Talich, the violinist Frantiek OndFicek, and the pianist and musicologist Vaclav Stépan.
Many historical photographs from the studios of Drtikol, Langhans, and others have been
brought to life and restored through modern technology, allowing one to fully appreciate
their artistic qualities. Visitors will certainly be pleased to know that the number of
memorabilia on display has increased in comparison with the previous exposition: we
can see here items that have never before been exhibited, such as a medal from the
1932 Olympic Games in Los Angeles awarded to Suk for his march Towards a New Life.

With any luck, the Czech Museum of Music has still not said the last word on renovation of
the Josef Suk Memorial. If further funds can be obtained, we hope to present a more extensive
audio-visual program and add further restored furnishings to the interiors in 2010 for the
75th anniversary of the composer’s death.
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Elektronické databaze
Ceského muzea hudby

DARINA SVOBODOVA

~ eské muzeum hudby se pfipojilo k dalSim institucim, které vystavuji na internetu své
fondy ve formé naskenovanych listkovych katalogll. Diky finan¢nim prostfedkim zis-
kanym z podprogramu VISK 5 Retrokon (Narodni program retrospektivni konverze kata-
logd knihoven v CR) mohly byt v pribé&hu letnich mésict 2007 naskenovany firmou Com-
dat oba katalogy hudebnin hudebnéhistorického oddéleni. Po nezbytném zpracovani byly
koncem roku zpristupnény verejnosti na adrese http://nris.nkp.cz. Timto zverejnénim se
usnadnil pfistup k informacim o jednom z nejvyznamnéjsich a nejrozsahlejsich fondd
tohoto typu v Ceské republice, ktery je unikatni i z evropského hlediska.

Oba katalogy, které byly naskenovany, obsahuji karty hudebnin z obdobi od konce 17.
stoleti do soucasnosti. Jde zejména o jedinecné celky klasternich a zameckych sbhirek,
sbirky vyznamnych sbératell, archivy hudebnich instituci, produkci ¢eskych vydavatel(
apod. Katalogy jsou razeny abecedné podle autorl ¢i nazvd (pokud autor neni uveden),
dale u vyznamnych autor(l predmétoveé dle zanru, pripadné dle tonin. Celkem oba kata-
logy obsahuji 139 354 karet.

Tzv. stary katalog byl zaloZen asi v poloviné 19. stoleti a ukonen na poc¢atku 50. let
20. stoleti. Tehdy byl se zménou systému katalogizace zaloZen ,novy“ katalog s vétSimi
kartami a obsahlejSimi Udaji. Katalogy zUstaly oddélené i po naskenovani, je tedy treba
hledat vZdy v obou souborech naskenovanych karet. ,Stary“ katalog obsahuje 76 279
karet, ,novy“ 63 075 karet.

Pfi vyhledavani v naskenovaném katalogu se prvotné vybira katalog (na obrazovce
oznaceny jako Katalog | - tzv. stary a Katalog Il - tzv. novy). Dal$i vyhledavani je nejméné
dvoustupnové, kdy se nejdfive na levé strané obrazovky rozbali zalozka s abecednim roz-
mezim autorl a nasledné zalozka se jménem autora, ktery je zvyraznén. Neni-li autor vy-
slovné uveden, je ukryt v souboru autora abecedné umisténého na nejblizsi vyssi pozici.
Pokud neni u autora dalSi predmétové rozdéleni dila dle Zanru, pokracuje se opé&tovnym
zvolenim jména autora: tim se nacte prvni karta ze zvoleného souboru. Ma-li autor dalsi
déleni dila dle hudebnich druh(, zvoli se pfislusné heslo a tim se rovnéz nacte prvni kar-
ta. Mezi jednotlivymi kartami Ize pfechazet podle jejich ¢isel v rdmci zvoleného souboru,
seznam Cisel je umistény ve sloupci v pravé ¢asti obrazovky.

Stejnym zplsobem naskenovani jsou zpracovany dalsi listkové katalogy - katalog ne-
notovych rukopist, ¢ast katalogu knihovny a inventare pozlstalosti, které jsou zpristup-
nény po jednotlivych strankach. Tim se vyrazné obohatila moznost vyhledavani informaci
z celého fondu hudebnéhistorického oddéleni Ceského muzea hudby.

Kromé internetového zpristupnéni naskenovanych karet, ve kterém vsak Ize vyhleda-
vat omezené&, zaznamenavaji pracovnici hudebnéhistorického oddéleni Ceského muzea
hudby informace o svych fondech do databazového systému KPwin (resp. KPwinSQL).
Zde jsou ulozeny zaznamy o monografiich, periodikach, hudebninach, nenotovych ruko-
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pisech a ikonografii. Do budoucnosti se pocita se zpracovanim zaznamd zvukovych do-
kumentd, tiskové dokumentace a trojrozmérnych predmétd. Doposud je uloZeno celkem
7000 zaznamd, v planu je jejich zpfistupnéni na internetu pomoci www katalogu OPAC.

V rdmci Ceského muzea hudby maji své databaze KPwin (resp. KPwinSQL) téZ praco-
visté Muzea Bedricha Smetany a Muzea Antonina Dvoraka. V Muzeu Bedficha Smetany
je ulozeno 2000 zaznam, zpracovana jsou vSechna libreta a dale se katalogizuji hudeb-
niny, zvukové dokumenty, jejich analyticky rozpis, monografie, periodika, ¢lanky a dizer-
tace. Specifickym typem je fond scénografie, kde je jiz ulozeno 671 zaznamU scénogra-
fickych navrh(. V Muzeu Antonina Dvofaka se zacalo s ukladanim zaznam0 hudebnin,
zvukovych dokumentd, nenotovych rukopisu a ikonografie.

Postupné se do katalogizace v systému KPwinSQL zapojuje i oddéleni hudebnich na-
stroju, které by obohatilo informacni hodnotu této databaze zaznamy o své sbirce.

Orchestrion

Fritvarede, Hannover, ca. 1910
NM-CMH 2, E 2078
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The Museum’s Electronic
Databases

DARINA SVOBODOVA

he Czech Museum of Music has joined the ranks of institutions displaying information

about their collections on the internet in the form of scanned card catalogs. Thanks
to funding from the subprogram ‘VISK 5 Retrokon’ (National Program of Retrospective
Conversion of Library Catalogues in the Czech Republic), both of the Music History
Division’s catalogs of musical prints and manuscripts were scanned by the firm Comdat
during the summer of 2007. After necessary processing they were made available to the
public later that year at the address http://nris.nkp.cz, facilitating access to information
about one of the most important and most extensive collections of its type in the Czech
Republic, unique even in the whole context of Europe.

The two scanned catalogues contain cards for musical prints and manuscripts
from the late seventeenth century to the present day. Especially important are unique
collection units from monasteries and stately homes, from important collectors, from the
archives of musical institutions, and from Czech publishers. Items in the catalogues are
arranged alphabetically by composer, or if the composer is not given then by title, and
for important composers also by genre and key. Altogether the two catalogues contain
139,354 cards.

The ‘old catalogue’ was begun roughly in the middle of the nineteenth century and
discontinued in the early 1950s, when the ‘new catalogue’ was established with a change
in the cataloguing system, using larger cards and providing more extensive information.
The two catalogues remain separate even after scanning, and so one must always search
in both files of scanned cards. The ‘old catalogue’ contains 76,279 cards, and the ‘new
catalogue’ 63,075.

To search for a desired item at the above-mentioned internet address, one first
selects ‘Katalog hudebnin hudebnéhistorického oddé&leni Narodniho muzea - Ceského
muzea hudby‘ and then the catalogue, designated as ‘Katalog I’ (old) or ‘Katalog II' (new).
Further searching has at least two stages. First a window opens on the left side of the
screen specifying groupings of names and titles within the alphabet. After clicking on
a group, one sees a list of names and titles therein. If the desired name or title does not
appear, it may be hidden under the previous item. If there is no categorization of works
by genre for a composer, one continues by clicking on the name again, which displays
the first card from the chosen file. If genres of works appear, the desired genre is chosen
and this also displays the first card. One can pass among individual cards according to
their numbers within the chosen file; a list of numbers is shown in the column at the right
of the screen.

Additional card catalogues-of non-musical manuscripts, a portion of the library, and
(by pages) inventories of the collections from estates-have now been made accessible
through the same method of scanning. These new projects have significantly expanded
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possibilities for seeking information from the entire collection of the museum’s Music
History Division.

Apart from internet access to scanned cards, where possibilities for searching are
restricted, employees of the music history department are recording information on
their collection units in the KPwin (or KPwinSQL) database system, where one can find
records concerning monographs, periodicals, musical prints and manuscripts, non-
musical manuscripts, and iconographic items. Planned for the future are entries for
sound documents, press documentation, and three-dimensional objects. So far a total of
7,000 items have been entered, which are expected to be made available on the internet
via the OPAC catalogue.

As divisions of the Czech Museum of Music, the Bedfich Smetana Museum and
the Antonin Dvorak Museum each have their own KPwin (or KPwinSQL) databases.
The Smetana Museum has entered 2,000 items including all librettos; currently in
the process of being entered are musical prints and manuscripts, sound documents,
analytical breakdowns thereof, monographs, periodicals, articles, and dissertations.
A special category is the collection of set designs, for which 671 items have now been
entered. In the Antonin Dvorak Museum work has begun on input of information for
musical prints and manuscripts, sound documents, non-musical manuscripts, and
iconographical items.

Also joining progressively in cataloguing via the KPwinSQL system is the museum’s
Musical Instruments Division, which will further add to the informational value of this
database.
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