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Pollini as the first Kapellmeister; Mahler remained in that position until 1897. From 1894 to 1896,
Hamburg witnessed something like a little Smetana opera festival, when Mahler conducted four of
the composer’s works: The Bartered Bride, The Two Widows, The Kiss, and Dalibor. The study is based
upon research of sources from Hamburg, examining playbills, statistics on operatic productions, the
full texts of period reviews, and the correspondence of the parties involved, and it deals in detail with
the circumstances of the performing of Smetana’s operas on Hamburg’s theatrical stage.
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In my study, I have set myself the goal of dealing in detail with the circumstances of the
performances of Smetana’s operas in Hamburg in the years 1881-1882 and 1894-1897. On the
basis of the study of theatre playbills, which are preserved in compendia for each season in the
theatre collection of the Carl von Ossietzky State and University Library in Hamburg, I have
been able to record the exact numbers of repeat performances and their casts.' I devoted my

This work wasfinancially supported by the Ministry of Culture of the Czech Republic (DKRVO 2024-2028/22.1.c,
National Museum, 00023272). The author wishes to thank everyone who has assisted her with her work:
the project supervisor Milan Pospisil; translators of reviews from the German period press Petra Kulovana
and Lukdas Motycka; Lucie Votrubcova for transcribing German manuscripts; the following institutions for
making sources and literature available: Staatsarchiv der Freien und Hansestadt Hamburg, Staats- und
Universitatsbibliothek Hamburg Carl von Ossietzky, Universitdtsbibliothek — Universitat der Kiinste Berlin,
Bibliothek und Archiv der Gustav Mahler Vereinigung (Hamburg), Internationale Gustav Mahler Gesellschaft
(Wien), Narodni archiv (NA, collection of the National Theatre Archive), the National Museum — Czech
Museum of Music — Bedrich Smetana Museum (hereinafter NM-MBS); I also wish to thank Ivana Rentsch,
Sabine Siemon, Claudia Zenck, and the Staatsoper Hamburg for valuable advice and information.

1) Sammelbinde (1881/1882, 1894-1897) der Theaterzettel des Hamburger Stadttheaters, in: Theatersammlung

der Staats- und Universitatsbibliothek Hamburg Carl von Ossietzky (hereinafter Sammelbdnde der
Theaterzettel). Other sources on the Stadttheater in Hamburg include commemorative publications and
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attention to comparing repertoire and opera production statistics at the Municipal Theatre
in Hamburg (Hamburger Stadttheater) and to reviews in the German period press, which
can be accessed partially online and partially on microfilm at the State Archives of the Free
and Hanseatic City of Hamburg.? Other important sources of information include a two-
volume publication on the history of the Hamburg opera® and almanacs for the years 1891
through 1898 with members of the theatrical ensemble for individual years.*

Unfortunately, nodocuments have been preserved in the archives of the Hamburg State Opera
from the period of Bernhard Pollini’s tenure at the Municipal Theatre in Hamburg because the
holdings there were destroyed during the Second World War. Pollini, who rented the Municipal
Theatre, viewed it as his property, so he kept many documents at home. The list of Pollini’s estate
in the collection of the Hamburg theatre does not mention any relevant documents.” We have
been helped with learning about Gustav Mahler’s Hamburg period by many editions of his
correspondence and by the recollections of his contemporaries, such as the autobiography; series
of diaries, and magazine articles by Mahlers friend, the composer Josef Bohuslav Foerster.®

The beginnings of the reception of Smetana in Germany
During Smetanas lifetime and after his death until 1892,” his works were seldom played abroad.
His works appearing on the concert stage were primarily the First String Quartet “Z mého zivota’

yearbooks written for the anniversary of the Hamburg theatre: CHEVALLEY, Heinrich: Hundert Jahre
Hamburger Stadt-Theater, Hamburg 1927 (hereinafter CHEVALLEY); 275 Jahre Hamburgische Oper, Festschrift
herausgegeben von der Intendanz der Hamburgischen Staatsoper, Hamburg o0.].; 300 Jahre Oper in Hamburg
1678-1978, herausgegeben von Hamburger Staatsoper, Museum fiir Hamburgische Geschichte und Vereins-
und Westbank, Hamburg 1977.

2) The period press has largely been digitised at the portal Hamburger Zeitungen Digital (www.zeitungen.
sub.uni-hamburg.de), which belongs under the Staats- und Universititsbibliothek Hamburg Carl von
Ossietzky, and on the platform Europeana (www.europeana.eu). Periodicals on microfilm are available at the
Staatsarchiv der Freien und Hansestadt Hamburg, where I also studied the collection of newspaper clippings
Hamburger Stadttheater, shelf mark A 531; Bernhard Pollini, shelf mark A 765; and Gustav Mahler, shelf mark
A 762.1 also did searches in the online catalogue Kalliope (www.kalliope-verbund.info), which compiles and
provides access to archival documents and manuscripts from estates and publishers’ archives.

3) WENZEL, Joachim E.: Geschichte der Hamburger Oper 1678—1978 / Ergdinzungen zur Geschichte der Hamburger
Oper 1678-1978 [2 vols.], Waisenhaus, Braunschweig 1978-1980 (hereinafter WENZEL).

4) Neuer Theater-Almanach. Theatergeschichtliches Jahr- und Adressenbuch (Binde 1891-1898), herausgegeben
von der Genossenschaft Deutscher Biihnen-Angehoriger, Berlin 1891-1898. Information about singers:
EISENBERG, Ludwig: GrofSes biographisches Lexikon der deutschen Biihne im 19. Jahrhundert, Leipzig 1903.

5) NachlaBverzeichnis von Bernhard Pollini, in: Theatersammlung der Staats- und Universitatsbibliothek Carl
von Ossietzky in Hamburg.

6) —ter [FOERSTER, Josef Bohuslav]: Feuilleton. Smetanova “Prodand nevésta” v Hamburku, Ndrodni listy,
vol. 34,23 Jan. 1894, no. 22, p. 1 (hereinafter FOERSTER 1894); FOERSTER, Josef Bohuslav: Z mych vzpominek
na Gustava Mahlera, Smetana 1, 1911, pp. 264-266, 300-301. (Partial reprint: Stil zivota, B. M. Klika, Praha
1920, pp. 124-134); FOERSTER, Josef Bohuslav: Gustav Mahler in Hamburg, Prager Presse, 2 Apr. 1922 — 2 Jul.
1922; FOERSTER, Josef Bohuslav: Smetana a Mahler, in: Zapisnik hudebnikdv, Statni nakladatelstvi, Praha
1929, pp. 129-131, also in: Poutnik v Hamburku, Sfinx Bohumil Janda, Praha 1939, pp. 46-49 (hereinafter
FOERSTER 1939), also in: Poutnik v ciziné, Orbis, Praha 1947, pp. 42-44.

7) The year 1892 saw a breakthrough for the reception of Smetana abroad. Smetana’s operas Prodand nevésta
(The Bartered Bride) and Dalibor earned great international recognition thanks to the guest appearance of
Prague’s National Theatre at the International Exhibition of Music and Theatre in Vienna (performed in
Czech). Those two operas then appeared on stages in Germany in relatively quick succession: Dalibor in late
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(“From My Life”), which enjoyed success in Weimar and Hamburg in 1880° and a year later in
Magdeburg,’ then the Piano Trio in G minor," which was published in Hamburg in 1880," certain
symphonic poems from the cycle Md viast (My Country, especially Vitava — The Moldau), and
the overture to Prodand nevésta (The Bartered Bride).”* Although Germany’s Smetana literature
dates back to 1895, when Bronislav Wellek’s writings were published,” various reports on
Smetana’s works were carried in German periodicals during his lifetime. At first, these concerned
performances of his operas in Prague (in the latter half of the 1870s), then later on, reports were
published in connection with performances of the works mentioned above in Germany.

In reaction to the premiere of Hubicka (The Kiss) on 7 November 1876, a Leipzig reporter
called Smetana both the most important and the most interesting figure among Czech
composers. According to him, “[...] he is characterised by a nobility and wealth of invention,
dramatic verve, and above all an amiable graciousness. Of course, his chief importance rests
in that he was the first to write truly national Czech music. While other Czech composers,
besides pursuing their own national element, are going down the well-worn paths of Italian
models, Meyerbeer, and Grand Opera, even following Wagner in some cases, Smetana has
achieved absolute independence. With him, the national aspect is nothing foreign, fashionable,
or artificial; instead, it is the basis and condition for his creative work. He has fully absorbed
the national character of his people, the pure, sincere cheerfulness that differentiates the
Czechs from their more sentimental Slavic brethren, and the current gushing forth in clarity
and fullness from this spring contains a wealth of truly national and characteristic musical
ideas.”™ A Viennese newspaper list called the music of The Kiss charming and transparent,

1893 in Berlin and in 1894 in Munich, The Bartered Bride in 1893 in Berlin, Dresden, and Leipzig and then in
1894 in Hamburg and Munich.

8) PROCHAZKA, Ludevit: ZHamburku, Dalibor, vol. 2, 1 Dec. 1880, no. 34, pp. 269-270.

9) LOWENBACH, Jan: Bedfich Smetana a Dr. Ludevit Prochdzka. Vzdjemnd korrespondence, Umélecka beseda,
Praha 1914, p. 117 (hereinafter LOWENBACH).

10) Prochazka performed the Piano Trio in G minor with the violinist Otakar Kopecky and the cellist Albert
Gowa at his second household concert on 11 Apr. 1880 in the presence of important figures of Hamburg’s
musical and cultural life. See Dalibor, vol. 2, 20 Apr. 1880, no. 12, p. 94.

11) For details, see the mutual correspondence of Smetana and the publisher Hugo Pohle (February 1880 —
February 1881); see LOWENBACH, op. cit. in footnote no. 9, pp. 106-114. After Smetana’s death, Pohle began
negotiations over the publication of Smetana’s works with the composer’s son-in-law Josef Schwarz as the
representative of the heirs. See the correspondence in the Collection of Music-Related Manuscripts and Prints
(NM-MBS, shelf mark W 9/2-9/6).

12) MACHAC, Josef: Bedfich Smetana a cizina, published by Bohd. Melichar, Hradec Kralové 1910. Because my
research focused on the foreign reception of Smetana’s operatic works, in this study I do not cover in more
detail the performing and reception of his chamber music and symphonic works.

13) WELLEK, Bronislav: Friedrich Smetana, Sonderabdruck aus der Osterreichisch-Ungarische Revue, XVII.
Bd., Heft 1-6, 1894-1895, Verlag von H. Dominicus, Prag 1895 (hereinafter WELLEK). After that, it was not
until 1924 that a German-language monograph about Smetana was published, which attempted with the use
of many original source materials to introduce the Czech composer, who was still unknown to many people.
See RYCHNOVSKY, Ernst: Smetana, Deutsche Verlags-Anstalt, Stuttgart — Berlin, 1924.

14) “[...] zeichnet er sich durch Noblesse und Reichthum der Erfindung, dramatische Verve und liebenswiirdige
Grazie vor Allem aus. Seine Hauptbedeutung besteht aber darin, dass er der Erste eine eigentlich national-
czechische Musik geschrieben hat. Wahrend die anderen czechischen Componisten sich, neben dem
eigentlich nationalen Element, auf den ausgefahrenen Geleisen der italienischen Vorbilder, Meyerbeer’s und
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thrilling listeners with its nation’s rhythms and melodies. Smetana is said to treat solo voices
with nonchalance. His music’s centre of gravity is in the orchestra, which, however, does
not have the same role as in Wagner. While always backing up the singing, the orchestral
accompaniment remains highly varied.”® A Berlin newspaper referred to Smetana as a pupil
of Liszt and a follower of Wagner, opining that his latest comic opera Tajemstvi (The Secret)
exhibits the composer’s genius in the most radiant light.’ The 100* performance of The
Bartered Bride at Prague’s National Theatre on 5 May 1882 received many mentions in the
German press. It was only after the production of Dvé vdovy (The Two Widows) in Hamburg
(1881) that Smetana began receiving keener interest in Germany.

Circumstances of the first performance

of The Two Widows on a German stage

Smetana’s operatic works were introduced to the German stage during the 1881/1882 season
at the Municipal Theatre in Hamburg" through the opera The Two Widows and thanks to two
men: Ludevit Prochazka' and Bernhard Pollini.” Prochazka was a great proponent of Smetana’s
music. He was working in Hamburg from 1879, where he followed his wife, the soprano Marta
Prochazkovd, who had been engaged at the Municipal Theatre in 1878. At the turn of the 1870s
and '80s, Smetana, with Prochazka’s support, resumed more concerted efforts to get his works

der Grossen Oper, zum Theil auch Wagner’s bewegen, hat er sich eine volle Selbstandigkeit errungen. Das
nationale Moment ist bei ihm kein angepasstes, anempfundenes, gemachtes, sondern es ist die Basis und die
Bedingung seines Schaffens. Er hat den nationalen Charakterzug seines Volkes, eine reine, offene Heiterkeit,
die die Czechen vor ihnen mehr sentimentalen Stammesbriidern auszeichnet, voll in sich aufgenommen,
und aus diesem Born sprudelt hell und voll ein reicher Quell echt nationaler Melodien und musikalischer
Charakterziige.” E. W.: Prag, Musikalisches Wochenblatt, vol. 7, Leipzig, 15 Dec. 1876, no. 53, p. 726.

15) C. v. E.: Prager Musik- und Theaterzustiinde 1876. I, Illustrirtes Musik- und Theater Journal, vol. 2, Wien,
31Jan. 1877, no.17, pp. 412-415.

16) [?]: Prag, Allgemeine Deutsche Musik-Zeitung, vol. 5, Berlin, 4 Oct. 1878, no. 40, p. 337. The following
year in the same periodical, a biographical sketch appeared: Friedrich Smetana. Eine biografische Skizze. Von]. S.
Debrnov, Allgemeine Deutsche Musik-Zeitung, vol. 6, Berlin, 18 Apr. 1879, no. 16, pp. 125-127.

17) In Germany’s musical life, the Municipal Theatre in Hamburg (established in 1811) held a position of
extraordinary importance, and its artistic activities made it competitive with the Court Opera in Berlin and with
the opera house in Leipzig. The theatre building, erected on Dammtorstrasse in 1827, experienced its heyday
inthe era of the composers Albert Lortzing, Carl Maria von Weber, and Heinrich Marschner. From 1871 to 1873,
the theatre underwent major renovations, making it more spacious and imposing. The renovations served
both the need to make the theatre more attractive to perspective renters and the desire to foster a wealth
of cultural life in Hamburg. The theatre was turned over to the ownership of a municipal theatre company,
beginning its period of greatest glory. In 1891, it underwent significant technical modernisation. It was the
site, for example, of the German premieres of Verdi’s Otello (1888) and of Tchaikovsky’s Eugene Onegin (1892).
18) Ludevit Prochdzka (1837-1888) was a pianist (pupil of B. Smetana), composer, and journalist. He was
working in Hamburg and from 1881 in Dresden. In Hamburg, he led the Tonkiinstlerverein, taught at the
conservatoire, established his own music institute, and collaborated with the theatre.

19) Bernhard Pollini (real name Baruch Pohl, 1838-1897) was a German impresario. Trained as a merchant, he
later turned his attention to the theatre, and in 1857 he became an opera singer. After successful activities in
Italian opera in Moscow and Saint Petersburg, in 1874 he took over the management of the Municipal Theatre in
Hamburg, where he served until his death. In 1889 he married the soprano Bianca Bianchi (1858-1947), who sang
first at the court operas in Vienna and Munich, then in Hamburg after her marriage. In 1895, management of the
theatre was taken over by Pollini’s colleagues, stage director Franz Bittong and managing director Max Bachur.
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performed abroad.® At that time, he entered into negotiations with German publishers*
as well as with the theatre in Hamburg. The opera he chose for the Hamburg stage was The
Two Widows because of its “national and cosmopolitan character’® Prochizka immediately
approached the managing director Pollini, the conductor Josef Sucher, and the stage director
Wilhelm Hock.** Meanwhile, Smetana entrusted the translating of the text into German and
the copying of the score to his friend Josef Srb-Debrnov. At the end of September 1880, the
score and piano-vocal score with the text in Czech and German were sent to Hamburg.?*

The negotiations over performing the opera dragged on for a very long time.” In the end,
for the rights of performance and publication of the opera The Two Widows,*® the managing
director Pollini paid Smetana 1,290 florins (a one-off fee of 1,000 florins for The Two Widows
and another 1,000 florins payable in case of a sixth performance).”” That term of the contract
was not fulfilled, however. The opera was performed only four times, so the extra fee of
1,000 florins was not paid. For those performances in Hamburg (3) and Altona (1), Smetana
received just 45 florins (i.e., half of the 6% royalties, which were divided with Pollini).?® The
contract was signed on 26 January 1881.%

During the negotiations, Smetana clashed with Pollini’s strong, unyielding personality. Pollini, one
of the most important opera executives of the day, was above all a businessman who emphasised the
commercialisation of theatre. He arrived in Hamburg in 1874, when he leased the Municipal Theatre,
which had been renovated, but which did not appear to be an artistically attractive undertaking at
the time. He used his experience and his prior earnings from Saint Petersburg and Moscow and
ended the theatre’s deficits. This clearly proved his business acumen, so two years after having

20) Smetana to Prochazka, letter dated 23 Dec. 1879, Jabkenice; see LOWENBACH, op. cit. in footnote no. 9,
pp. 31-33. Also see MOJZISOVA, Olga — POSPISIL, Milan — VOJTESKOVA, Jana — KROUPA, Ji¥i K.: Bedfich
Smetana. Korespondence / Correspondence III 1875-1879, Narodni muzeum — KLP, Praha 2023, pp. 616-617.
21) The Piano Trio in G minor was published by Hugo Pohle in Hamburg (1880), and orchestral numbers and the
overture from The Two Widows in an arrangement for piano four-hands and the Polka from the Finale to Act IT
in score, orchestral parts, and a piano two-hands arrangement were published by Bote & Bock in Berlin (1882).
See Dalibor, vol. 4, 10 Apr. 1882, no. 11, p. 87. The piano-vocal score of the whole opera, the publication of
which was under discussion from 1881 within the context of preparations for the opera’s Hamburg premiere,
was not issued until 1893.

22) Smetana to Prochazka, letter dated 19 Apr. 1880, Praha, see LOWENBACH, op. cit. in footnote no. 9, p. 37.
23) Prochdzka to Smetana, letter dated 2 May 1880, Hamburg, see ibid, pp. 38-41; and Prochazka to
Smetana, letter dated 6 Nov. 1880, Hamburg, see ibid, pp. 50-51.

24) Smetana to Prochazka, letter dated 26 Sept. 1880, Jabkenice, see ibid, pp. 48-49.

25) See the correspondence between Smetana and Bernhard Pollini (NM-MBS S 217/281, 530, 793-800).
They also discussed the rights to The Bartered Bride and The Kiss.

26) Smetana was not satisfied with the condition of the outright sale of ownership. Cf. Smetana to Prochazka,
letter dated 20. Dec. 1880, Jabkenice, see LOWENBACH, op. cit. in footnote no. 9, pp. 54-55.

27) See ibid, pp. 114-116; WELLEK, op. cit. in footnote no. 13, p. 53, and MOJZISOVA, Olga: Die finanzielle Lage
Bedrich Smetanas im Lichte der Quellen, Musicologica Olomucensia 27, 2018, p. 26 (hereinafter MOJZISOVA 2018).
28)See MOJZISOVA 2018, op. cit. in footnote no. 27, pp. 30-31 (footnote no. 61); also, for the correspondence
between Smetana and Prochdzka, see LOWENBACH, op. cit. in footnote no. 9, and drafts of two letters
from Prochdzka to Pollini dated 19 and 25 Jan. 1881 (kept with the estate of L. Prochazka at NM-MBS, not
processed).

29) See LOWENBACH, op. cit. in footnote no. 9, pp. 114-116.
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assumed that position, he was also entrusted

: . : . Stadi-Theater.
with the directorship of the Municipal Theatre (Direction: 1. Pollini )
Mittwody, den 28, December 1881,
in Altona (Altonaer Stadttheater, established Unfung 6%, Uyr. tassemr mmmhm ‘6, .

as a competing theatre in 1873)2° Pollini z i
wei Wittwen.

continued to expand his theatrical empire, with
fom. Oper in 3 Atten. Qmﬂd;lﬂmmmmg bes bihmijden Librettos

the successive additions of the Thalia theatre S ;:in N:::gi!& “%En";!'rl““g:mmmmt s
and the Volkstheater. Thus, Pollinis nickname ~ gifee, Skame bt ‘m:u%wdm PONER A e Jrer W
became “Mono-pollini” He was at the helm of m%“&,“ﬁ:ﬂ"%kn{ﬂ“‘ P e Fr. Suder
Hamburg’s municipal theatre for 23 years, nearly mﬁh Rg?tﬁranic 2‘;[;';:‘;&‘: Igrl 0y

Frangois, llfr,ebl mu Ly e e Hr :u-hlmm]u
until his death in 1897. During that period, he . e mmcols e o Brsoene

transformed it into the most respected theatrical (Begias der Cyer 8 W)

stage in Germany. He succeeded at greatly Playbill of the premiere of The Two Widows,

increasing the number of subscribers and at 28 Dec.1881/
- . C Cedule premiéry Dvou vdov, 28.12. 1881
realising performances with the participation of Sammelband (1881/1882) der Theaterzettel des

important contemporary composers (including Hamburger Stadttheaters, in: Theatersammlung
der Staats- und Universitatsbibliothek Hamburg

Pucciniand Tchaikovsky), which became musical Carl von Ossietzky

events for the whole city.* He promoted the cult
of vocal stars,® but on the other hand, he neglected action and the visual elements of stagecratft.
The opera The Two Widows was Smetana’s first to be performed on a German stage.
The premiere took place during Smetana’s lifetime on 28 December 1881 at the Municipal
Theatre in Hamburg.** The music of the opera was rehearsed by the Kapellmeister Josef
Sucher with the following cast:*
Alfred, Vicomte von Chateaubleu (Ladislav Podhgjsky) — Joseph Wolff
Charlotte D’Alvardois, his sister, the widow (Karolina) — Minna Peschka-Leutner
Blanche von Chateaubleu, his bride, the widow of his elder brother (Anezka) — Rosa Sucher
Grognard, gamekeeper to the Countess D’Alvardois (Mumlal) — Rudolf Freny
Minette, chambermaid (Lidunka) — Adele Kolb
Francois, Alfred’s stableman (Tonik) — Wilhelm Sedlmayer
Further performances took place on 6 and 9 January 1882 at the Municipal Theatre
in Hamburg, then on 2 February 1882 at the second stage of the theatrical company, the

30) Pollini also convinced the Hamburg senate to lower the rent, to pay a subsidy to the theatre, and to pay
him a fee. See CHEVALLEY, op. cit. in footnote no. 1. Concerning B. Pollini, also see POHLE, Hugo: B. Pollini,
Eine Beleuchtungsprobe u. kulturhistorische Skizze, Hamburg 1896 and FRANKEL, Ludvig: Pollini, Allgemeine
Deutsche Biographie, Bd. 53, Leipzig 1907.

31) See WENZEL, op. cit. in footnote no. 3, p. 73.

32) SCHABBING, Bernd: Gustav Mahler als Konzert- und Operndirigent in Hamburg, Musicologica Berolinensia,
Bd. 9, Verlag Ernst Kuhn, Berlin 2002 (hereinafter SCHABBING).

33) Amongst them were Max Alvary, Wilhelm Birrenkoven, Heinrich Botel, Franz Diener, Katharina Klafsky,
Anna von Mildenburg, Ernestine Schumann-Heink, and Rosa Sucher.

34) Smetana did not attend the premiere despite having been invited by both Prochazka and Pollini.

35) See the playbill for the premiere, Sammelband der Theaterzettel 1881/1882, op. cit. in footnote no. 1.
Because the opera was performed in an arrangement with the names of all of the characters changed, I have
given Smetana’s original names in parentheses.
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Municipal Theatre in Altona. Two performances in Altona of The Two Widows scheduled for
7 and 17 January were cancelled. On 7 January 1882, it was replaced by the opera LEclair (The
Lightning Flash) by Jacques Fromental Halévy (1835), and on 17 January 1882, the substitute
was the opera Das Nachtlager in Granada (Night Camp in Granada) by Conradin Kreutzer
(1834). The same information appears on the theatre playbills with substitute titles for both
dates: “Because of the sudden illness of Mrs Peschka-Leutner, today’s scheduled performance of
“The Two Widows' will not take place.”® In all, the opera was played four times.

The form taken by The Two Widows in Hamburg was drastically changed by Roderich
Fels.?” That version did not appear in print, and we are informed about the form that it took
by the reviews of the critics, by Smetana’s correspondence,®® and also in part by a piano-vocal
score on which Smetana had been collaborating, although ultimately it was not published in
Berlin until nine years after Smetana’s death. Fels made far-reaching changes to the work’s
action and structure without the composer’s consent. He moved the action from the present
to the latter third of the 18" century and from the milieu of Bohemia to the French castle
Alvardois in Provence. From the two acts, he created three by splitting the second act into
two parts. Act I ended with the quartet “Mald ty $elmicko’, the Act I finale (“Mumlale, aj, tu
Vis mame”) had its text altered and was moved to Scene 6 of Act II (Mumlal with Anezka) as
the end of Act I, then Act III began with the terzetto of Lidunka, Tonik, and Mumlal (“Co to,
holka..”).* The characters’ names were also changed: Ladislav Podhdjsky — Alfred, Vicomt
von Chateaubleu, Karolina — Charlotte D’Alvardois, Anezka — Blanche von Chateaubleu,
Mumlal — Grognard, Lidunka — Minette, and Tonik — Francois.

Smetana did not learn about the revision The Two Widows until after the premiere.*® He
also learned that Pollini had resold the publishing rights to the music publisher Bote & Bock.
During negotiations over publication of the piano-vocal score, Smetana rejected Fels's changes
and other requested revisions. He was displeased that The Tiwo Widows had been turned into
a farce, that the music was unimportant to them, and that “one is supposed to take the delicate,
elegant subject matter and kick it into a shape where pranks, jokes, and humorous scenes are
intended to entertain the public/" He protested against such a “rampage” in his work.* He
objected in particular to the change of location (France) and period (Rococo). His music is

36) “Wegen plétzlicher Erkrankung der Frau Peschka-Leutner kann die fiir heute angezeigte Vorstellung ‘Zwei
Wittwen’ nicht gegeben werden.”

37) Roderich Fels (real name Siegfried Rosenfeld, 1844-1883), a native of Brno, was an Austrian actor,
dramaturge, dramatist, and librettist. He wrote librettos for two operas by Heinrich Hofmann, Aennchen von
Tharau (1878) and Wilhelm von Oranien (1882), and also for Carl Grammann’s opera Das Andreasfest (1882).
38) Excerpts from German reviews after the premiere appeared in the journal Dalibor, vol. 4, 1882. For the
correspondence and the full reviews of the critics, see LOWENBACH, op. cit. in footnote no. 9, pp. 116-130.
39) Ibid, p. 73 (footnote no. 84).

40) Prochazka to Smetana, letter dated 31 Dec. 1881, Dresden, see ibid, pp. 72-75.

41) Smetana to Prochazka, letter dated 21 Feb. 1882, Jabkenice, see ibid, p. 81. Also see TEIGE, Karel: Pfispévky
k Zivotopisu a umélecké Cinnosti mistra Bedricha Smetany. IT. Dopisy Smetanovy, Nakl. Fr. A. Urbanek, Praha 1896,
pp. 122-126 (hereinafter TEIGE).

42) Smetana to Srb, letter dated 22 Feb. 1882, Jabkenice, see BALTHASAR, Vladimir: Bedrich Smetana. Cdst II.
Dopisy B. Smetany na J. Srba-Debrnova, Mojmir Urbdnek, Praha 1924, p. 193.
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“purely Czech™ and cannot be transferred to anywhere other than the milieu of Bohemia. He
summed up his comments as follows: “Changes to the opera may be made if the character and
sequence of numbers are not thereby disrupted; 1 forbid the composing of new music or different
endings to numbers for effect. [ am indifferent to the division into two or three acts.”** Prochazka
defended some of the changes, saying that “Anezka’s Act Il aria lacks an ending that is lively and
brilliant enough, and it is the same with Act 11l because the action is weak and drags a bit.”*®

Fels’s adaptation changed over time. The action was moved back to Bohemia, and the
characters got new names: Ladislav Podhéjsky — Heinrich, Karolina — Carla, Anezka — Vilma,
Mumlal — Peter, Lidunka — Minka, and Tonik — Jean. In reaction to Smetana’s disenchantment
and on the basis of his comments, Prochazka invited Smetana to visit him in Dresden so they
could attempt to reach agreement in person over the changes the publisher was requesting.*®
The outcome of their meeting was that Smetana composed two extra musical numbers: an
Act I terzetto for Clara, Vilma, and Peter for the purpose of concluding the scene of the
widows and the gamekeeper with a musical number, and a new second part of Vilmass aria,
which had originally been gloomy, but was now hopeful.” However, Smetana refused to
comply with another request for him to compose extra music for a couplet for Jean (Tonik)
because of the frivolity of the text.*® Prochazka then attempted to promote the performing
of another Smetana opera, The Bartered Bride, at his new place of employment, Dresden. He
approached the local Kapellmeister Ernst von Schuch about it and Otilie Malybrok-Stieler
about translating the libretto into German,” but negotiations with the Dresden theatre
stalled, and in the end, there was no performance.*”

Smetana’s Two Widows enjoyed a very successful premiere,” which should have earned
the opera a lasting place in the repertoire and opened the door to other theatrical stages
in Germany.*® Reviews in the press pointed out “[...] so much grace, originality, such a quantity

43) Smetana to Prochdzka, letter dated 21 Feb. 1882, Jabkenice, see LOWENBACH, op. cit. in footnote no. 9,
p. 82; also see TEIGE, op. cit. in footnote no. 41, p. 124.

44) Smetana to Prochazka, letter dated 21 Feb. 1882, Jabkenice, see LOWENBACH, op. cit. in footnote no. 9,
p. 83; also TEIGE, op. cit. in footnote no. 41, p. 126.

45) Prochazka to Smetana, letter dated 31 Dec. 1881, Dresden, see LOWENBACH, op. cit. in footnote no. 9, p. 73.
46) Prochdzka to Smetana, letter dated 21 Aug. 1882, Dresden, see ibid, p. 86.

47) Prochdzka to Smetana, letter dated 29 Aug. 1882, Dresden, see ibid, pp. 88-90.

48) J. Zubaty’s piano-vocal score (revised by Smetana) with this second adaptation was published without
identification of the librettist or of the arranger by the publisher Bote & Bock in Berlin in 1893; the libretto was
published separately, ibid. (s. a.).

49) Otilie Malybrok-Stieler (her real surname was Kleinschrod, 1836-1913) was a German poet and translator.
For example, she translated folk songs and art poetry by K. H. Macha, J. Neruda, and especially J. Zeyer. She
also translated Prochazka’s collections Slovanské ndrodni ndpévy (Slawische Volksweisen, 1882) and Ndrodii
hlasy (Volkerstimmen, 1884).

50) Prochdzka to Malybrok, 2 Feb. 1883, Dresden (NM-MBS, shelf mark W 24/6).

51) Concerning the opera’s performance on 28 Dec. 1881, Smetana received a telegram with the news:
“Witwen, bedeutender Erfolg, gratuliere Pollini, Hartman, Dresden.” / “Widows, significant success,
congratulations Pollini, Hartman, Dresden.” This pleased him and encouraged his hopes that his works would
make a breakthrough abroad after all. (NM-MBS S 217/797).

52) [?]: Hamburg, Der Klavier-Lehrer. Musik-paedagogische Zeitschrift, vol. 5, Berlin, 15 Jan. 1882, no. 2, p. 21.
Unfortunately, this assumption was not fulfilled. The Two Widows returned to the Hamburg stage after 13 long years.
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of surprising and captivating beauty that the listeners follows it all with pleasure and must be
amazed by the wealth of this comic talent, entirely free of empty phrases and trivialities.”
Smetana’s music is said to “breathe the air of Auber”>* The critic Ludwig Hartmann found
The Two Widows to be comparable to Halévy’s opera L'Eclair® and Auber’s Le Domino noir,*®
and although he found in the work some apparent influences from Schumann and from
Wagner's opera Die Meistersinger von Niirnberg, overall he viewed the opera as being entirely
independent and at a high level of quality thanks to its outstanding orchestration.”” “[...] in
the course of the three acts, there are plentiful occurrences of the lovely melodies and sharp,
spicy rhythms that are, it would seem, typical of the Slavic nations. Not infrequently, mixed
into the charming inventiveness is a Slavic folk element, which impresses with its originality
and reaches its climax in the final polka.”® For Ludwig Meinardus, however, the opera lacked
“[...] national character of musical expression. Although it seems Smetana has attempted
it.”™ As far as the musical numbers are concerned, Carl Armbrust singled out the overture
and describes Charlotte’s first scene, in which the character “[...] expresses her light-hearted
outlook on life in an enchanting setting with incredibly lovely accompaniment. The following
scene of the two ladies with Grognard climaxes with a magnificent terzetto, in which one must
admire the subtle musical characterisation of the three characters. [...] The climax of the act
and of the whole opera is the scene when Blanche reveals her own feelings.”®

53) “[...] so viel Grazie, so reichliche Originalitit, eine solche Menge Uiberraschender und hinreissender
Schonheiten, dass der Horer seine Beobachtungen mit Genuss und Behagen anstellt und erstaunt ist, eine
komische Ader so ergibig und vollstandig frei von Plattheiten und Trivialititen fliessen zu sehen.” s-r.:
Hamburg, Musikalisches Wochenblatt, vol. 13, Leipzig, 5 Jan. 1882, no. 2, p. 20.

54) “sie athmet Auber’schen Geist” [?]: [no title], Signale fur die musikalische Welt, vol. 40, Leipzig, 1882,
no. 1, p. 8. The French composer Daniel Frangois Esprit Auber (1782-1871), having written grand operas like
La muette de Portici (1828), Gustave III, ou Le bal masqué (1833), and Lestocq, ou Lintrigue et 'amour (1834),
returned to comic operas with more lyrical subject matter, such as Haydée, ou Le secret (1847) and Le premier
jour de bonheur (1868).

55) L’Eclair, a three-act comic opera by Jacques Fromental Halévy (1799-1862) with a libretto by Jules-
Henri Vernoy de Saint-Georges and Frangois Antoine Eugéne de Planard was premiered in 1835 at the
Opéra-Comique in Paris.

56) Le Domino noir, a three-act comic opera by Daniel Esprit Auber with a libretto by Eugene Scribe, was
premiered in 1837 at the Opéra-Comique in Paris.

57)L.H. [HARTMANN, Ludwig]: Hamburg, 29. Dezember, Dresdner Nachrichten, vol. 26, 31 Dec. 1881, no. 365,
p. 3 (hereinafter HARTMANN).

58) “[...] im Lauf der drei Akte eine Fiille reizender Melodien und eine scharfe pikante Rhythmik, wie sie den
slavischen Nationen eigen zu sein pflegt. Nicht selten mischt sich in die allerliebste Erfindung etwas slavisch-
volksthiimliches, das ganz originell beriihrt und seinen Hohepunkt in einem Uberaus fein kombinirten
Polkafinaltanz erreicht.” See HARTMANN, op. cit. in footnote no. 57, p. 3.

59) “[...] das ist zunichst die volksthiimliche Charakteristik des musikalischen Ausdrucks. Es scheint, Smetana
habe dieselbe gleichwohl angestrebt.” MEINARDUS, Ludwig: Stadt-Theater. Mittwoch, den 28. Dezember,
Hamburgischer Correspondent, Morgen-Ausgabe, vol. 151,30 Dec. 1881, no. 361, p. 2 (hereinafter MEINARDUS).
60) “[...] sie Ihre leichte Lebensanschauung ausspricht, ist reizend von einer ungemein graziosen Begleitung
umspielt. Die nichste Szene zwischen den Damen und Grognard gipfelt in einem prachtvollen Terzett, in
welchem man die feine musikalische Charakterisierung der verschiedenen Personen bewundern muss. [...] Der
Hohepunkt des Aktes wie der Operistdannwohldie Szene, inder Blanche alleinihre Empfindungen ausspricht.”
Because the relevant issue of the periodical (ARMBRUST, Carl F.: Stadttheater, Hamburger Fremden-Blatt,
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According to the following harsher review, Smetana showed “[...] that he is closely following
the best masters and that he is refraining from the frivolous Czech fiddling of former times |...]. He
is correctly aware that Czech national music cannot provide the basis for higher, more spiritual

forms, he relies upon the foundations of German music everywhere, and also in this opera,
in which it is only the choruses and a few jovial situations that are lent an air of local ethnic
colour, and what we have in such cases are cheerful, skilfully written passages, and that would be
something that one could only praise were the original Czech text to have been preserved, which
set the action in Bohemian territory and in Czech society. |...] From this sketch, one can clearly
judge that there is a discrepancy between the text and the music.”® The opinion about Fels's
adaptation justified Smetana’s concerns mentioned above: “Roderich Fels, who has maintained
only the basic outlines and main characters of the original story, but has tried to expand and
enliven the action, and who has also largely achieved that goal, has created a story that is livelier
and more entertaining, but that has assumed the character of an operetta and often departs too
remotely from the sentimental character of the original, and from that it follows naturally that
the new words, chosen arbitrarily and without any understanding of the music whatsoever, are
entirely discordant with the notes Smetana has written.”** According to Emil Krause, changing
the setting from Bohemia to French territory necessarily led to a discrepancy between the
Czech ethnic flavour of the music and the French characters of the story, which one finds in
the choruses where French villagers are singing Slavic melodies and rhythms.*

The musical performance received favourable reviews. According to August Riccius,
the conductor Sucher succeeded at elaborating the music’s comical points to match the
dramatic ones.** It was the performers who had the lion’s share of responsibility for the
performance having received such tempestuous applause. The music critic Meinardus wrote:

vol. 53, 30 Dec. 1881, no. 304) is available neither at the Carl von Ossietzky State and University Library in
Hamburg nor elsewhere, my quote is based on LOWENBACH, op. cit. in footnote no. 9, p. 119.

61) “[...] dass er den besten Meistern eifrig nachgestrebt und sich streng von der fritheren leichtfertigen
bohmischen Musikmacherei zuriickgehalten hat [...]. In der richtigen Erkenntniss, dass die national-
czechische Musik keine Grundlagen fiir hohere, durchgeistigte Formenbildungen geben konne, stellte er sich
auf deutsche Basis, iiberall und auch in dieser Oper, wo er nur den Chéren und einigen heiteren Situationen
heimische Klange unterlegte, und in solchen Fallen mit Gliick und Geschick, das man freilich nur dann preisen
darf, wenn die urspriingliche Textunterlage bleibt, die in czechischer Sprache geschrieben ihre Handlung
offenbar in czechisches Gebiet und in deren Gesellschaft versetzt. [...] Die Disharmonie zwischen Buch
und Musik ldsst sich aus dieser Skizze wohl erkennen.” AFRIS: Hamburger Brief, Musikwelt. Musikalische
Wochenschrift fiir die Familie und den Musiker, vol. 2, Berlin, 21 Jan. 1882, no. 4, p. 40 (hereinafter AFRIS).
62) “Roderich Fels beauftragt, welcher nur die Grundziige und die Hauptgestalten des Buches beibehielt, die
Handlung aber zu erweitern und zu beleben versuchte und dieses Ziel auch leidlich erreichte; er schuf eine
regere und amiisantere Handlung, die aber von dem Fehler des Ubergreifens in das Operettenhafte nicht
freizusprechen ist und sich oft sehr weit von dem sentimentalen Grundzuge des Originals entfernt, mit der
natirlichen Folge, dass die willkiirlich und ohne Musikverstindniss erfundenen neuen Worte in vollstandiger
Disharmonie zu Smetana’s Noten stehen.” See AFRIS, op. cit. in footnote no. 61, p. 40.

63) KRAUSE, Emil: Zwei Novitdten des Hamburger Stadt-Theater, Musikalisches Centralblatt, vol. 2, Leipzig,
26]Jan. 1882, no. 4, p. 35.

64) [RICCIUS, August F.]: Zwei Witwen, komische Oper in drei Akten nach dem Bohmischen von Roderich Fels,
Musik von Friedrich Smetana, Hamburger Nachrichten. Abend-Ausgabe, vol. 33, 29 Dec. 1881, no. 308, p. [1].
(In LOWENBACH, op. cit. in footnote no. 9, the incorrect date of 30 Dec. 1881 is given.)
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“Mrs Peschka-Leutner®™ showed a kind sense of humour that was very touching, among other
things, in the trial scene. Mrs Sucher®® portrayed Blanche's calm, suffering nature, her gentle
mockery, and her occasional passionate outbursts with inimitable grace through both her
singing and her acting. |...] Grognard’s aria, which warns ‘spouses blinded [by love]’ (familiar
from Figaros aria) against women’s caprices, could have been omitted along with some
other passages, although it was very humorous, and Mr Freny® sang it very disarmingly.”®
Hartmann rated the stage direction by Hock and the orchestra under Sucher’s leadership as
ambitious and purposeful, worthy of the Hamburg stage.®®

Premieres of the Municipal Theatre in Hamburg in the season 1881/18827°

1881/1882 Composer/Title Number of performances
25 Oct. Halévy / Der Blitz 11

1 Nov. Roder / Vera 3

28 Dec. Smetana / Zwei Witwen 4

5Jan. Reinthaler / Das Kithchen von Heilbronn 10

5 Feb. (first performance) | Hofmann / Wilhelm von Oranien 2

11 March Saint-Saéns / Simson und Delila

Hagen T kompersinod B 1

Mabhler - Pollini

After 1882, none of Smetana’s operas appeared in the repertoire of the Hamburg opera for
a long time. That did not change until the arrival of Gustav Mahler (1860-1911), who was
hired as the theatre’s first Kapellmeister in 1891 and remained in that position until 1897.
Hamburg was his last stop on the way from his studies to Vienna, with engagements along
the way in Bad Hall (1880), Laibach (now Ljubljana, 1880-1881), Olomouc (1883), Kassel
(1883-1885), Prague (1885-1886), Leipzig (1886-1888), and Budapest (1888-1891) until he
rose to the position of director of the Court Opera in Vienna (1897-1907).

65) Minna Peschka-Leutner (1839-1890) was a coloratura soprano who sang in Hamburg from 1876 to 1883.
66) Rosa Sucher (1849-1927) was one of the leading opera singers in Leipzig. She excelled in Wagnerian roles.
In 1879, she and her husband Josef Sucher were engaged at the Municipal Theatre in Hamburg, and from
1888 she worked in Berlin.

67) Rudolf Freny (1825-1893) was a basso-buffo who began his professional career in 1849 in the chorus at
the Court Opera in Vienna. He also worked in Prague (1855-1858) and Dresden (until 1868), then he was
engaged by Pollini in Hamburg, where he remained until 1891. His prominent roles included Leporello, Figaro,
and Beckmesser.

68) “Frau Peschka-Leutner entwickelte einen liebenswiirdigen Humor, der u. A. in der Gerichtszene sehr
anmuthend beriihrte. Das gehaltene, leidende Wesen der Blanche, ihr feiner Spott, ihre vereinzelten
leidenschaftlicheren Aufwallungen brachte Frau Sucher unnachahmlich in Gesang und Spiel zum Ausdruck.
[...] Die Arie des Grognard, welche die ‘bethorten Eheménner’ (wie die bekannte Arie des Figaro) vor der
weiblichen Laune warnt, konnte recht wohl — wie andere Sitze — fehlen, obwohl sie von trefflichem Humor
getragen und von Herrn Freny sehr drollig gesungen ward.” See MEINARDUS, op. cit. in footnote no. 59, p. 2.
69) See HARTMANN, op. cit. in footnote no. 57, p. 3.

70) See the playbill for the premiere in Sammelband der Theaterzettel 1881/1882, op. cit. in footnote no. 1.
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Hamburg’s wealth of concert and theatrical activity demanded a strong personality as the
conductor for the municipal theatre, especially after the departure of Hans von Biilow. That is
what Pollini found in the 1890s in the person of Gustav Mahler.” Per season, normally lasting
from September until May, Pollini presented 14 premieres: seven new works and seven new
productions. Accommodating the frantic pace at Pollini’s theatre put an enormous workload
on Mabhler, encompassing countless rehearsals and more than 100 evening performances
conducted per season.”” Mahler had an outstanding staff of professionals at his disposal,
and he further developed his personnel. The stars of the vocal ensemble were the tenors
Birrenkoven and Griining, the baritone Demuth, the dramatic soprano Mildenburg, the
alto Schumann-Heink, the soprano Foersterova-Lautererovd, and the bass Vilém Hes. The
orchestra was often being overworked, however, and Mahler protested against this.

The singers were at the centre of Pollini’s attention, and everything else was merely
incidental.” The stage direction for an opera prioritised the optimum positioning of the
singers on stage.”* Mahler, to the contrary, emphasised the interaction of all elements of
an operatic performance. As the managing director, Pollini had greater decision-making
authority, while Mahler’s influence was mainly over the staffing of the orchestra and the
rehearsing of operatic works. In the end, the tempestuous relationship between the restrained
Pollini and the impulsive Mahler ended when they parted ways a few months before Pollini’s
death. The results of Pollini’s 23 years at the helm of Hamburg's theatrical stage had been
full houses and large profits. He had a knack for discovering vocal talents and the courage to
present new or unknown works.” Some called him the saviour of the Municipal Theatre and
a blessing for Hamburg’s cultural life,”® while others saw him as one of the great destroyers
of the arts.”” For Mahler, his years in Hamburg meant a period of artistic development upon
which he built his later success in Vienna.

Whilst working in Hamburg, Mahler mainly conducted operas by Wagner, Mozart,
and Beethoven. Also among the operas he frequently conducted were Der Freischiitz by
Carl Maria von Weber and Hdinsel und Gretel by Engelbert Humperdinck. In addition, he
presented four operas by Smetana on the Hamburg stage: The Bartered Bride, The Two
Widows, The Kiss, and Dalibor. Mahler had developed a relationship with Smetana’s operas
during his time in Prague in the mid-1880s while engaged at the Royal German Territorial

71) Pollini had already approached Mahler in 1886. See Mahler to Friedrich L&hr, letter dated 25 Dec. 1886,
in BLAUKOPF, Herta: Gustav Mabhler Briefe, Paul Zsolnay Verlag, Wien — Hamburg 1982, p. 59.

72) The busiest season was 1894/1895 with 277 performances, 142 of them conducted by Gustav Mahler. See
WENZEL, op. cit. in footnote no. 3, p. 79.

73) Money was saved were possible; the same sets and costumes were often used for several different
productions. For example, sets from the opera The Magic Flute were used for the opera The Queen of Sheba. See
PFOHL, Ferdinand: Aus Gustav Mahlers Hamburger Zeit, Die Musikwelt 1,1920/1921, pp. 11-14.

74) The chief stage director Franz Bittong was in charge of the production. Mahler often disagreed with him
on artistic matters.

75) Contemporary works were especially popular in the 1890s.

76) KRAUSE, Emil: Der Hamburger Staat und das Hamburger Stadttheater, in: Intendanz des Stadttheaters
(Hrsg.), Hundertjahrfeiern Hamburger Stadttheater, Hamburg — Leipzig — Stuttgart 1927, p. 117.

77) WEINGARTEN, Felix: Lebenserinnerungen, Wien — Leipzig 1923, p. 419.
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Theatre (1885/1886).” This is documented in his own words written at the turn of June
and July 1886 from Prague to the director of the theatre in Leipzig, Max Staegemann:
“Incidentally, I have been to the Czech National Theatre several times and heard some things
by Smetana, Glinka, and Dvordk etc., and I must admit that especially the first of them seems
very noteworthy to me. Although his operas will never be able to become part of the repertoire
in Germany, it would at the least be worth the effort to present such an original and distinctive
musician to an educated public like one finds in Leipzig””® Mahler’s close ties to Czech opera
continued during his tenure in Vienna.*®

Overview of operas most frequently conducted by Gustav Mahler
at the municipal theatres in Hamburg and Altona (1891-1897)%

Autor Opers Number of performances | Number of performances Total
Stadttheater Hamburg | Stadttheater Altona

1| Wagner Tannhduser 66 - 66
2 | Humperdinck | Hénsel und Gretel |37 15 52
3| Beethoven | Fidelio 31 10 41
4 | Smetana Die verkaufte Braut | 27 10 37
5 | Wagner Die Walkiire 33 - 33
6 | Weber Der Freischiitz 24 10 34
7 | Wagner Siegfried 30 - 30
8 | Wagner Die Meistersinger | 32 - 32
9 | Mozart Die Zauberflote 22 7 29
10 | Mozart Don Giovanni 26 2 28

Smetana’s operas during Mahler’s Hamburg era and press reviews

The Bartered Bride
“This three-act work, a comic opera, is characterised by a graceful naturalness that we find
only with Mozart, Boieldieu, Gerold™ [sic!], and other older masters. There is none of Wagner's

78) In the 1885/1886 season, The Kiss, Libuse, and The Bartered Bride were played on the stage of the National
Theatre (see www.archiv.narodni-divadlo.cz).

79) “Ubrigens war ich hier einige Male im bohmischen Nationaltheater und habe mir manches von Smetana,
Glinka und Dworzak usw. angehort, und mufl® gestehen, dal® mir besonders ersterer sehr bemerkenswert
scheint. Wenn seine Opern in Deutschland auch nie Repertoire werden konnen, so ware es doch immerhin
der Miihe wert, einem gebildeten Publikum, wie das Leipziger ist, einen so durchaus originellen und
urspriinglichen Musiker vorzufiihren.” See WILLNAUER, Franz: Gustav Mahler. Verehrter Herr College! Briefe an
Komponisten, Dirigenten, Intendanten, Zsolnay-Verlag, Wien 2010, p. 58.

80) Smetana’s Dalibor was the first new opera that Mahler conducted as the new Kapellmeister of the Vienna
Court Opera a few days before his official appointment as director. The premiere took place on 4 October 1897.
See WILLNAUER, Franz: Gustav Mahler und die Wiener Oper, Wien 1993, and BLAUKOPF, Kurt: Gustav Mahler
und die Tschechische Oper, Osterreichische Musikzeitung, vol. 34,1979, no. 6, pp. 285-288.

81) See Sammelbiinde der Theaterzettel 1891-1897; see SCHABBING, op. cit. in footnote no. 32, p. 189;
MARTNER, Knud: Mahler im Opernhaus. Eine Bilanz seiner Biihnentatigkeit 1880-1910, in: Neue Mahleriana,
Peter Lang AG, Internationaler Verlag der Wissenschaften, 1997.

82) This refers to Louis Joseph Ferdinand Hérold (1791-1833), a French composer, the author of 20 operas
including Zampa, which was very popular in its day.
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tinkering with pedal points nor any of the wild, violent raging of the younger Italians; soulful,
intimate melodies, as the soul of the people feels and perceives them, spring forth to us like the
jingling of silver bells from a quiet forest clearing.”

Between 1894 and 1896, Hamburg witnessed something like a little Smetana opera
festival, during which no less than four of the composer’s works were performed. The first
opera that Mahler decided to present to the Hamburg public was /e Bartered Bride.®* After
Smetana’s death, Pollini began negotiations over performances of the composer’s operas with
Smetana’s son-in-law, Josef Schwarz, as the representative of the heirs.*> During preparations
for the premiere at the end of 1893, he also turned to the managing director of the National
Theatre Frantisek A. Subert with a question about the form of the ballet in the production
of The Bartered Bride in Prague, and he asked Subert whether he would provide him with
records of the choreography created by Augustin Berger,* but Subert did not have them at
his disposal.*” The premiere took place using a translation by Max Kalbeck on 17 January
1894 at the Municipal Theatre in Hamburg with the following cast:*

Krusina, a peasant — Sigmund Szengery

Katinka, his wife (Ludmila) — Ernestine Schumann-Heink

Marie, their daughter (Marenka) — Berta Foersterova-Lautererové
Micha, a landowner — Josef Grohmann

Agnes, his wife (Hata) — Hedi Felden

Wenzel, their son — Fritz Weidmann

Hans, Micha’s son from his first marriage — Heinrich Botel

Kecal, marriage broker — Josef Arden

Springer, ringmaster of the travelling comedians — Ludwig Auspitz
Esmeralda, dancer — Josefine von Artner

Muff, comedian dressed as an Indian — Henry Meyer

The Bartered Bride was the only opera under Mahler’s musical direction at the Municipal
Theatre in Hamburg that was not staged by the chief stage director Franz Bittong.*
The stage directing was done by the director of the Vienna Court Opera, Pollini’s friend

83) “Das dreiaktige Werk — komische Oper — ist von einer so anmutigen Natirlichkeit, wie man sie nur
bei einem Mozart, Boieldieu, Gerold und anderen dlteren Meistern zu finden vermag. Da sind nicht jene
orgelpunktischen Tiifteleien eines Wagner und nicht der wilde gewaltige Taumel der jiingeren Italiener;
seelenvoll innige Melodieen, wie sie die Volksseele fiihlt und empfindet, quellen uns gleich klingenden
Silberglockchen aus stiller Waldheid’ entgegen.” —se.: Hamburger Stadt-Theater, Hamburger Echo, vol. 8,
no.17,vol. 8, 21Jan. 1894, p. [2].

84) Mahler had known the opera since the days of his engagement in Prague in the mid-1880s.

85) See the correspondence in the Collection of Music-Related Manuscripts and Prints (NM-MBS, shelf mark
W10/21, W 11/28-29).

86) Pollini to Subert, letter dated 26 Dec. 1893, Hamburg (NA, collection of the National Theatre Archive,
shelf mark D 211/45).

87) Subert to Pollini, letter dated 28 Dec. 1893, Praha (NA, collection of the National Theatre Archive, shelf
mark D 190/162).

88) See the playbill for the premiere in Sammelband der Theaterzettel 1893/1894.

89) Franz Bittong (1842-1904), the chief stage director, came to Hamburg in 1876, initially to the theatre
Thalia. Before that, he had been working in Mainz, Stettin, and Bremen. He strove for more realistic acting.
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Franz von Jauner,”® and the

O
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by Alfred Oehlschlager. In
the 1893/1894 season, there
were 22 performances in
total (15 at the Municipal
Theatre in Hamburg and
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Hamburg premiere, the
role of Kecal was sung by
Josef Arden, a guest artist
from the Municipal Theatre
in Bremen.”” The role of
Marenka was entrusted

to the soprano Berta

Foersterova-Lautererova.””

The  Bartered  Bride Telegram afterthe premiere of The Bartered Bride, 18 Jan. 1894 /
Telegram po premiére Prodané nevésty 18.1.1894

Bernhard Pollini and Franz von Jauner to Frantisek A. Subert /
Ferdinand Pfohl expressed Bernhard Pollinia Franz von Jauner Frantisku A. Subertovi

NA, collection of the Archive of the National Theatre, shelf mark

D 211/48 / NA, fond Archiv Narodniho divadla, sign. D 211/48

was a success.” The critic

wonderment over the fact
that the opera was written
in 1866, when Meyerbeer’s art of effects was at its zenith, and that at a time “of the most
sensual operatic sophistication, flamboyance, empty pathos, and frivolous mockery of artistic
ideals’?* a work had been created that was so naive, simple, unpretentious, and natural. Of
the musical numbers, he highlighted the Czech dances: the “thrilling” polka in the Act I
finale and the “exuberant” furiant, which draw their inspiration directly from “Czech ethnic
means of expression”. He also singled out Kecal’s aria “Znam jednu divku, ta ma dukaty”
(“T know a girl who has ducats”), which he regarded as the opera’s most distinctive musical

90) Franz Jauner (1831-1900), and Austrian actor, made appearances in Hamburg and Dresden. From 1872
to 1878 he led the Carltheater in Vienna, and from 1875 he was the managing director of the Court Opera in
Vienna.

91) Heinrich Wiegand appeared as Kecal at the first repeat performance, and Julius Grosser sang the part at
later performances. Mathieu Lorent sang the part of Micha at most of the repeat performances.

92) Berta Foersterova-Lautererova (1869-1936) was a Czech soprano, the first wife of the composer Josef
Bohuslav Foerster. In 1893, Gustav Mahler engaged her at the Municipal Theatre in Hamburg, where she
and her husband moved temporarily. After Mahler’s departure for Vienna, in 1901 she became an ensemble
member at the Court Opera in Vienna. In Hamburg, she sang the Smetana roles Marenka, Anezka, and
Vendulka, as well as Else (Lohengrin), Gretel (Hiinsel und Gretel), and Sieglinde (Die Walkiire).

93) On 18 Jan. 1894 Pollini and Jauner sent F. A. Subert a telegram: “smetana grossartigster erfolg prachtvolle
auffuerung, gruesse von pollini und jauner” / “Smetana greatest success, magnificent performance, greetings
from Pollini and Jauner” (NA, collection of the National Theatre Archive, shelf mark D 211/48).

94) “[...] des sinnlichsten Opernraffinements, des Pompes, des hohlen Pathos und der frivolen Verhohnung
der Kunstideale einem Opernbuche [...]” PFOHL, Ferdinand: Stadt-Theater. “Die verkaufte Braut”, Hamburger
Nachrichten, Abend-Ausgabe, vol. [46], 18 Jan. 1894, no. 14, p. [1] (hereinafter PFOHL 18 Jan. 1894).
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number. According to Pfohl, the two chief attributes of the Czech musician are the clarinet
and the violin. They give the instrumental sound of Smetana’s orchestra its specifically Czech
character, which is most apparent in livelier numbers.”

To Josef Sittard, it is of psychological interest that Smetana, an advocate of the music of
Berlioz, Liszt, and Wagner, wrote an opera with such “fresh, touching melodies that penetrate
to the heart, with the absence of any kind of exaggerated pathos’® He compares the sound
of the orchestra to Mozart’s scores.”” Concerning Kecal, a character who is “compelling,
clever, noisy, cunning, sometimes boisterously energetic, at other times as sweet as a flute’, the
critic Pfohl noted that “since the days of Lortzing®® such a perfect buffo type has not been
seen in opera”®® Pfohl reviewed Heinrich Bétel's vocal performance in the role of Jenik as
not always sounding in tune, and he complained that his expression lacked liveliness. Berta
Foersterova-Lautererovd’s Marenka was very graceful and attractive, and her voice conveyed
“warmth and cordiality of tone’”. In certain low passages, however, she was unable to restrain
her vibrato. The sets were appropriate to the opera’s character and were “picturesque”.*’
Sittard devoted attention to Fritz Weidmann’s performance in the role of Vasek, which
demanded “decent acting; any excess in the characterisation of that notorious stutterer would
have ended up as a farcical caricature.”®" According to this review, Weidmann carried off his
difficult task superbly and earned the repeated applause of the public especially because of his
virtuosic handling of the difficult stuttering.!> Under Mahler’s direction, the overture, which
was compared with the overture to The Magic Flute, was performed according to Pfohl “with
electrifying rhythm and fiery elan”® Carl Armbrust called The Bartered Bride the ideal comic
opera with melodically, rhythmically, and harmonically interesting music, not lacking even
scenes of “deeply touching expression”™®* Concerning Josef Arden’s performance, Foerster

95) Ibid.

96) “[...] frischen, riithrenden, zu Herzen bringenden Melodien denen jedes aufgebauschte Pathos fehlt [...]”
SITTARD, Josef: Feuiletton. Stadt-Theater, Hamburgischer Correspondent, Mittags-Ausgabe, vol. 164, 18 Jan.
1894, no. 43, p. 5 (hereinafter SITTARD 18 Jan. 1894).

97) Ibid.

98) Albert Lortzing (1801-1851) was a German composer, conductor, actor, and singer who worked in Vienna,
Leipzig, and Berlin. He wrote singspiels and comic operas. His operas are overflowing with couplets and
lyrical arias with a wealth of heartfelt melodies and the composer’s undisguised sympathy for characters
from among the ordinary people. His operas that are still performed today are Zar und Zimmerman (1837), Der
Wildschiitz (1842), and Undine (1845). The burgomaster Van Bett in Zar und Zimmerman is one of the purest
buffo characters and was the model for Smetana’s Kecal.

99) “Seit Lortzing hatte man keinen dhnlich vollendeten Buffotypus mehr in der Oper gesehen.” See PFOHL
18 Jan. 1894, op. cit. in footnote no. 94.

100) Ibid.

101) “[....] einen decenten Darsteller. Jedes UebermaR in der Charakterisirung dieses senilen Stotterers fiihrt
zur Posse, zur Carricatur.” See SITTARD 18 Jan. 1894, op. cit. in footnote no. 96.

102) Ibid.

103) “[....] mit elektrisirender Rhythmik und feurigem Schwung[...]” F. Pf. [PFOHL, Ferdinand]: Stadt-Theater,
Hamburger Nachrichten, Abend-Ausgabe, vol. [46], 5 Sept. 1894, no. 209, p. [1] (hereinafter PFOHL 5 Sept.
1894).

104) ARMBRUST, Carl: Feuilleton. Stadt-Theater. (“Die verkaufte Braut”), Hamburger Fremden-Blatt, Abend-
Zeitung, vol. 66, 18 Jan. 1894, no. 15, p. [9].
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said he had conveyed the striking Czech character Kecal )
“in the manner of Lortzing and Aubert’ and had arbitrarily
changed Smetana’s music.'®

During Mahler’s tenure in Hamburg, The Bartered Bride
became a regular part of the repertoire. Upon having been
engaged for the 1894/1895 season, the Czech bass Vilém
Hes"¢ took over the role of Kecal, having enchanted Vienna ;
in that part two years earlier, when as still an ensemble 7
member of Prague’s National Theatre, he performed at *

the International Exhibition of Music and Drama, thereby

opening himself the path to a worldwide career. He sang
the part in Hamburg for the first time on 4 September 1894.
“His Kecal was the most faithful portrait of that matchmaker,
a true original, [...] and with his pleasant but sometimes | &?&’{‘@"fa um T,

slightly bitter sense of humour, he brought laughter to

Vilém Hes (1860-1908)
the hearts and souls of the public. The very strong Slavic Photograph, Jan Mula¢, Prague,
accent with which this Kecal communicated with those 1890s/Fotografie,Jan Mulac,

Praha, 90. léta 19. stoleti
around him corresponded well to the spirit of the role and  NM-CMH-MBS inv. no. /inv. &. 4449

lent a very characteristic feeling to his masterful acting.”"”

In the critics’ reviews, complaints appeared about the repeating of musical numbers during
performances, a practice said to be appropriate at concerts, but not in the context of a staged
performance. From 1896, The Bartered Bride was also played under the baton of other
conductors: Karl Pohlig, William Eichel, and Carl Gille. From 1894 until Mahler’s departure
from Hamburg in 1897, 44 performances were given in total. Conductors and stage directors
from all over Germany came to the premiere to familiarise themselves with the work, so the
Hamburg production became the model for a quite a number of large German theatres that

subsequently presented The Bartered Bride on their stages.
The Two Widows

The very next season, Mahler performed two Smetana operas: The Two Widows and The
Kiss. Pollini again turned to Subert in the autumn of 1894, this time asking to borrow a Czech
piano-vocal score of The Two Widows.® As I mentioned above, since the first Hamburg

105) See FOERSTER 1894, op. cit. in footnote no. 6.

106) Vilém Hes (1860-1908) was a Czech bass. He left the National Theatre in Prague for the Municipal
Theatre in Hamburg, and in 1896 he became a soloist at the Court Theatre in Vienna.

107) “Sein Kezal war das getreueste Conterfei des Heirathsvermittlers, ein Original, [...] und mit seiner
Fiille von kostlichem, gelegentlich etwas herben Humor, dem Zuschauer Herz und Seel zum Lachen zwang.
Schon der eigentliche stark slavische Accent, mit dem dieser Kezal seiner Umgebung sich verstindlich
machte, stimmte unvergleichlich mit dem Geiste der Rolle iiberein und gab ihrer iibrigens meisterhaften
schauspielerischen Ausgestaltung ein sehr characteristisches Colorit.” See PFOHL 5 Sept. 1894, op. cit. in
footnote no. 103.

108) Pollini to Subert, letter dated 9 Oct. 1894 (NA, collection of the National Theatre Archive, shelf mark
D 211/47).

Musicalia 1—2 / 2024 51



Katerina Viktorovd

performance in 1881, the German form of the opera had undergone development. The
premiere “in a new arrangement’, in which the action was transferred to the first third of
the 19" century at Rosenberg Castle in Bohemia and with the characters again given new
names, took place on 15 November 1894 at the Municipal Theatre in Hamburg with the
following cast (listed on the playbill without the names of the author of the arrangement or
of the translator):!*
Heinrich, Baron von Budov (Ladislav Podhdjsky) — Heinrich Bétel
Carla, Countess von Rosenberg, his sister, a widow (Karolina) — Josefine von Artner
Vilma von Budov, his bride, widow of his older brother (Anezka) — Berta
Foersterova-Lautererova
Peter, gamekeeper in the service of the Countess von Rosenberg (Mumlal) — Vilém Hes
Minka, chambermaid in the service of the Countess von Rosenberg (Lidka) — Sophie
Traubmann
Jean, Heinrich’s stableman (Tonik) — Fritz Weidmann

In total, there were three performances, all in November 1894. In the reviews, the opinion
was repeated that The Two Widows does not achieve the level of quality of The Bartered
Bride. Sharp criticism was directed mainly at the libretto, which the critic Rudolf Philipp
called “musty salon poetry and less-than-genuine humour’™® He regarded the text as “entirely
conventional and obviously theatrical, and the stereotypical characters were familiar
to him from many other dramatic works. The reviewer found the work to lack genuine
comedy; according to him, it was all “far-fetched’, and he suggested cutting “meaningless”
action to reduce the opera from three acts down to one. He perceived Smetana’s music as
“aristocratically gracious, clear, and melodic”, but seldom original. ™"

Carl Armbrust also weighed in on the need for cuts. According to him, Vilma’s solo
scene was too long, and the “heartbreaking outpouring of the widow's wailing” was tiring and
weakened the effectiveness of the concluding Allegro. The opera struck him as rather “old
fashioned’, and it reminded him of “Halévys ‘Eclair, Mozart’s ‘Cosi fan tutte] or Lortzing’s
‘Wildschiitz” That evaluation, however, did not apply at all to the music itself: “bubbling,
sparkling, it has a youthfulness of expression and retains its nobility, only once approaching the
burlesque, namely in the servant scene at the beginning of Act III'"? Here, Armbrust compared

109) For the playbill for the premiere, see Sammelband der Theaterzettel 1894/1895.

110) “[...] abgestandenen Salonlyrik und wenig echtem Humor [...]” R. Ph. [PHILIPP, Rudolf]: Theater und
Musik. Zwei Wittwen, General-Anzeiger, 1. Beilage, vol. [7], 17 Nov. 1894, no. 270, p. [5] (hereinafter PHILIPP
17 Nov. 1894).

111) Ibid.

112) “[...] stets sprudelnd, prickelnd, von tiefer Junnigkeit des Gefiihls und vornehm bleibt und nur einmal
das Burleske streift, namlich in der Dienstbotenscene zu Beginn des dritten Actes.” ARMBRUST, Carl:
Stadt-Theater. (“Zwei Wittwen”), Hamburger Fremden-Blatt, Abend-Zeitung, vol. 66, 16 Nov. 1894, no. 270,
pp. [5-6] (hereinafter ARMBRUST 16 Nov. 1894).
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Smetana with “that master of folk humour Heinrich Marschner,"™® whose lively folk scenes in
“The Vampire and ‘Hans Heiling’ might have served as a model for the Czech master |[...]""*

According to Philipp, outstanding among the musical numbers was Carla’s aria
(“Samostatné vladnu ja” — “I shall rule independently”) from Act I. On the other hand, in the
duet of Vilma and Heinrich and in Vilma’s aria, he said Smetana “was unable to take flight
creatively”™ For the reviewer Josef Sittard, the work’s melodic invention became weaker
with each act. He criticised the composer for suddenly breaking up the melodic line by
switching over to the spoken word. From a musical perspective, according to him, Smetana
thrills when he is moving in the territory of folk music, but he fails wherever he tries to
show himself to be a dramatist. Sittard regarded the wonderfully constructed finale of Act 11
to be one of the opera’s best musical numbers. To him, Act III was an “arid steppe’; where
Smetana had no idea what to do even in the case of the humorous scene with Peter, Jean,
and Minka."®

Ferdinand Pfohl regarded the overture “as a weak piece”, but found the atmosphere of
the forest portrayed by the winds to be unique: “[...] while the basses float mystically on a
low E, the graceful sound of a little fugato is heard: when the viola raises its muted voice, you
really think you hear the bubbling of a forest spring losing itself in the moss.”"” Armbrust rated

the performance of Josefina Artner'®

guardedly: “That was no countess, but rather a playful
chambermaid who put the stamp of operetta on even the most delicate and most charming
musical numbers.”™ He also considered the idea of whether the production would have
benefitted from exchanging roles between Artner and Traubmann, who sang Minka. He
held Vilém Hes’s performance as Peter in very high regard.'

The Kiss

“[Smetana’s] best operatic work “The Kiss’ is so unified, poetic — just its lullaby alone is worth a

dozen modern scores — those are all undiscovered treasures for us. Floating on the surface is the

113) Heinrich Marschner (1795-1861) was a German composer of the early Romantic era. He is regarded as
one of the most important German opera composers of the period between C. M. von Weber and R. Wagner.
114) “Hier ist Smetana direct dem Meister des Volkshumors, Heinrich Marschner, vergleichbar, dessen
lebensvoll sprudelnde Volksscenen im ‘Vampyr’ und ‘Hans Heiling” dem bohmischen Meister zum Vorbild
gedient haben mégen [...].” See ARMBRUST 16 Nov. 1894, op. cit. in footnote no. 112.

115) See PHILIPP 17 Nov. 1894, op. cit. in footnote no. 110.

116) SITTARD, J: Stadt-Theater, Hamburgischer Correspondent, Mittags-Ausgabe, vol. 164, 16 Nov. 1894,
no. 810, pp. 5-6.

117) “[...] wiahrend die Bidsse auf ihrem tiefen E mystisch dahinsammen, wie reizvoll wirkt das kleine Fugato:
wenn die Viola ihre gedampfte Stimme erhebt, dann meint man wahrhaftig das Murmeln eines im Moos sucht
dahinsickernden Waldquelle zu horen.” F. Pf. [PFOHL, Ferdinand]: Stadt-Theater, Hamburger Nachrichten,
Abend-Ausgabe, vol. [46], 16 Nov. 1894, no. 271, p. [1].

118) Josefine von Artner (1869-1932) was an Austro-German soprano and a native of Prague. She made her
debut in 1885 in Leipzig, then she worked at the Court Theatre in Vienna and at the Municipal Theatre in
Hamburg.

119) “Das war keine Gréfin, das war ein Kammerkatzchen, das selbst die feinsten graciosesten musicalischen
Nummern zum Operettengenre stempelte.” See ARMBRUST 16 Nov. 1894, op. cit. in footnote no. 112.

120) Ibid.

Musicalia 1—2 / 2024 53



Katerina Viktorovd

seaweed of so much that is inwardly untrue caught in the fishing nets of men of all nations, and
resting on the bottom are the hidden pearls of Cornelius and corals of Smetana.”™
According to Foerster,among all of Smetana’s operas, The Kiss interested Mahler the most.
He compared the masterfully constructed first act to Act I of Wagner’s opera Die Walkiire.
He had a great appreciation for the smugglers’ scene and for Barc¢e’s “Song of the Lark™ The
Kiss was given its premiere in Ludwig Hartmann’s translation'”® on 20 February 1895 at the
Municipal Theatre in Hamburg with the following cast:'2*
Fedor Zarkow, a peasant (Paloucky) — Vilém Hes
Marinka, his daughter (Vendulka) — Berta Foersterova-Lautererova
Hanno, a young widower (Lukds) — Wilhelm Griining
Janus$, Hanno's brother-in-law (Tome$) — Wilhelm Dorwald
Brigita, Marinka’s relative (Martinka) — Ernestine Schumann-Heink
Klara (Clara), servant of Zarkow (Barce) — Josefine von Artner
Steffan, leader of the smugglers (Matous) — Mathieu Lorent
The Kiss was played only in the 1894/1895 season for a total of six performances. The
reviewer Rudolf Philipp did not regard the opera’s love theme “brimming with naivety” as
something bad, but he found its unfolding to be “clumsy” and suitable for a one-act opera,
and not for a work in two acts. According to him, the music contains interesting elements,
but as a whole it lacks “convincingness and a captivating allure”; in The Kiss, “Smetana’s

genius shines with only a dull lustre”.'* From among the musical numbers, Carl Armbrust

singled out Marinka’s lullaby and Clara’s “Song of the Lark” for praise, and he described the
forest duet between Hanno and Janus as masterful. The music made “a refreshing and highly
stimulating impression, making up for the lack of action” For Ferdinand Pfohl, Smetana’s
music had a “Slavic character” that lent it a tenderness and a gentle mood, the merriment
of which is tinged with melancholy that can “grow to the point of sentimentality, but that

nonetheless pervades the work like a perfume with a fragrance that is sometimes stronger,

121) “[Smetanas] bestes Opernwerk, der so einheitliche, ganz in Poesie getauchte ‘Kuf¥, dessen Wiegenlied
allein ein Dutzend moderner Partituren aufwiegt — Alles das sind ungehobene Schitze fiir uns. An der
Oberflache schwimmen der Tang so vielen innerlich Unwahren, das Seegras der Netzler aller Nationen und
auf dem Boden ruhen die Perlen eines Cornelius, die Korallen Smetana.” H. Ch.: Feuiletton. Stadt-Theater (“Die
verkaufte Braut™), Hamburger Fremden-Blatt, Abend-Zeitung, vol. 72, 30 May 1900, no. 124, zweite Beilage,
p-[S].

122) See FOERSTER 1939, op. cit. in footnote no. 6, p. 49.

123) Ludwig Hartmann (1836-1910) was a German composer and music critic and a pupil of Franz Liszt. An
advocate of Richard Wagner’s operas and a proponent of Smetana’s works, he met Smetanain August 1882in
person. He translated the librettos of The Kiss and Libuse into German.

124) For the playbill for the premiere, see Sammelband der Theaterzettel 1894/1895.

125) “[...] der Genius Smetana’s leuchtet nur in mattem Glanze [....]” PHILIPP, Rudolf: Theater und Musik. “Der
Kuf8”, General-Anzeiger, vol. [8], 22 Feb. 1895, no. 45, p. [3].

126) “[...] erquickend und im hohen Grade anregend und entschidigt fiir die mangelnde Handlung [...]”
ARMBRUST, Carl: Feuilleton. Stadt-Theater. (“Der Kuf$”), Hamburger Fremden-Blatt, Abend-Ausgabe, vol. 67,
22 Feb. 1895, no. 44, zweite Beilage, p. [9].
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sometimes weaker”'” The smugglers’ scene in Act II captivated listeners “with its colourfulness

— bassoons and basses playing pizzicato — and the gripping, realistic power of its depiction”***

Pfohl compared it to the smugglers’ scene from Bizet's Carmen.'”

According to Pfohl, Berta Foersterova-Lautererovd had problems in the high register in
the role of Marinka. He said he would have wished for her to sing the high notes “freely and
with more stable intonation”. Vilém Hes gave a masterful portrayal of the father Zarkow. Also
giving wonderful performances were Wilhelm Griining as Hanno and Wilhelm Dérwald in
the role of Janus. Ernestine Schumann-Heink™? infused the part of the old woman, an herb-
gathering smuggler, with powerful individuality. He called Josefina Artner’s performance in
the role of Clara as “brilliant™™"

Dalibor
Smetana’s heirs granted the director Pollini the performance rights to Dalibor for a ten-
year period. The contract applied to German theatres under the following conditions: for
performance rights at theatres that were under his administration, the director Pollini paid
4% of gross revenue including a share of subscriptions; 66% (as royalties or fees) went to
the heirs, with 33% remaining to the director Pollini.** The opera in a translation by Max
Kalbeck'® was premiered on 11 February 1896 at the Municipal Theatre in Hamburg with
the following cast:'**

Vladislav, King of Bohemia — Wilhelm Dorwald

Dalibor — Wilhelm Birrenkoven

Budivoj, commander of the guard — Wilhelm Vilmar

Chief judge — Mathieu Lorent

Benes, jailor — Vilém Hes

Vitek, Dalibor’s emissary — Georg Ungar

Milada, sister of the murdered burgrave — Anna von Mildenburg

Jitka, village maiden on Dalibor’s estate — Josefine von Artner

Zdenék’s ghost — Laura Genée

In total, four performances were given, all in February 1896. According to Josef Sittard,
Smetana’s work is most distinctive where it draws from “the well of Czech folk melodies’

127) “[....] bis zur Sentimentalitat heranreift, aber dennoch sich wie ein bald starker bald schwicher duftendes
Parfum durch des Werk hinzieht.” PFOHL, Ferdinand: Stadt-Theater. Zum ersten Male: “Der Kufs”, Hamburger
Nachrichten, Abend-Ausgabe, vol. [47], 21 Feb. 1895, no. 45, p. [1] (hereinafter PFOHL 21 Feb. 1895).

128) “[...] durch ihr Colorit — Fagotte und Pizzikati der Basse — und durch die packende realistische Kraft ihrer
Schilderung[...]” Ibid.

129) Ibid.

130) Ernestine Schumann-Heink (1861-1936) was an Austrian alto and a native of Prague. In 1883 she was
engaged at the Municipal Theatre in Hamburg, where she worked until 1897. Her key roles included Carmen
and Ortrud (Lohengrin).

131) See PFOHL 21 Feb. 1895, op. cit. in footnote no. 127.

132) Contract dated 27 January 1887, Praha (NM-MBS A 239).

133) Max Kalbeck (1850-1921) was a German writer, critic, and translator. He became one of the most
influential critics in Austria. He translated Smetana’s operas The Bartered Bride and Dalibor into German.
134) For the playbill for the premiere, see Sammelband der Theaterzettel 1895/1896, op. cit. in footnote no. 1.
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In Dalibor, Smetana wanted to see whether

he could also hold his own as a dramatist, ,P E lk_

but according to Stittard, he did not
succeed, and it was the libretto that stood
in his way. From a musical perspective,
however, Sittard found scenes in the opera
that “dazzle with their musical beauty,

s

resounding with notes that must cause

every heart to tremble, and the orchestra
literally sings, so that we listen to it with
delight”** Rudolf Philipp was highly critical
of Josef Wenzig’s libretto in the translation
by Kalbeck, calling it “a far too weak,
powerless and juiceless piece of hackwork
— a mixture of sugar water — romance,
and puppet tragedy® Everything struck
him as being too theatrical, lacking a real
foundation of healthy drama. “Even Act I,
which strikingly resembles the prison scene

L . ) ilbetm Wirrenkaven.
in Fidelio, lacks anything dramatically o R

gripping. [...] The protracted A flat major

duet of the two lovers is strongly reminiscent Wilhelm Birrenkoven (1865-1955)
Der Humorist, vol. / ro¢. 15, Wien 20. 2. 1895,
no./¢.6,p./s.1

of trite French lyrical numbers in A flat
major and D flat major. The conclusion
comes across as downright boring [...].”"*” Reviewers wrote that the work’s beauty was marred
by the lack of big choral scenes (apart from Act I) that would have offered contrast between
the musical numbers.

Sittard saw the sixth scene of Act Il as the highpoint of the opera: “Dalibor lies in a dark
dungeon, sleeping. In a dream, his friend Zdenék appears playing the violin. The cello plays a
simple, wistful melody, then the solo violin joins in along with harp arpeggios, a mysterious
string tremolo, and rising and falling flute passages; it is a scene of touching beauty.”"* However,

135) “Dalibor enthilt Scenen, die in ihrer musikalischen Schonheit uns blenden, er schlagt Tone an, die jedes
Herz riihren miissen und das Orchester singt, daf wir mit Entziicken ihm lauschen.” J. S. [SITTARD, Josef]:
Feuiletton. Stadt-Theater. Zum 1. Male: Dalibor, Hamburgischer Correspondent, Mittags-Ausgabe, vol. 166,
12 Feb. 1896, no. 107, p. 5 (hereinafter SITTARD 12 Feb. 1896).

136) “[...] ein gar zu schwichliches Kraft-und Saftloses Machwerk — eine Melange von Zuckerwasser —
Romantik und Puppen-Tragik!” PHILIPP, Rudolf: Theater und Musik. Hamburger Stadt-Theater. Zum ersten
Male: Dalibor, General-Anzeiger, vol. [8], 13 Feb. 1896, no. 37, p. [3].

137) “Selbst dem zweiten Akt bei seiner auffallenden Aehnlichkeit mit der Gefangnilkszene in Fidelio fehlt
das dramatisch Packende. [...] Das langgezogenen As-dur-Duett der beiden Liebenden erinnert stark an die
abgestandenen franzosische As- und Des-Dur-Lyrik. Der SchluR wirkt geradezu langweilig [...].” Ibid.

138) “Dalibor liegt im finsteren Kerker. Er schléft. Im Traum erscheint ihm sein Freund Zdenko, auf der Geige
spielend. Im Cello erklingt eine klagend-sehnsiichtige Melodie, die Solo—Violine stimmt mit ein, dazu die
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the following duet between Dalibor and Milada lacked “passionate climaxes”. Likewise, in
the dungeon scene he felt an absence of “real dramatic power”.'* Carl Armbrust compared
the march to which the king enters the stage to the brief procession of the Gibichungs from
Wagner's Gotterddammerung. In the flow of Smetana’s music, he recognised the practices of
Wagner’s middle period."*® Ferdinand Pfohl described the ceremonial march from the same
passage as “a combination of magnificence and grandiose seriousness”. This number could
easily have been penned by Richard Wagner and, according to him, would be appropriate
for coronations and ceremonial events. In his review, Pfohl drew attention to the omission
of the final scene showing the fall of Dalibor, who kills himself when the guards attempt
to recapture him. In the performance, however, his end was only hinted at: “in the midst
of the gently lingering B major chords of the death scene, the leader of the guards appears,
puts his hand on Dalibor’s shoulder, and points back towards the place of execution... Dalibor
understands him and rises without resistance. The curtain falls. It would be interesting to

141

find out whether Smetana’s original ending might make a greater dramatic effect.”*** Pfohl

doubted whether a German public would find a more intimate attachment to an opera, the

main hero of which is a figure from Czech history."**

4

In the reviews, the performance of Willi Birrenkoven'** as Dalibor received special

mention; for the role, his voice was “made to order; his beautiful and tender voice and the
soulfulness of his delivery often elicited enthusiastic applause from the public’**> Anna von
Mildenburg"® was also impressive as Milada, showcasing the beauty of her voice in the role.
Sittard, however, pointed out that the singer was only in control of her voice when singing
forte, although the role of Milada also required “the capturing of subtler turns of thought'

According to him, her voice sometimes sounded too coarse, and it did not carry in the

Arpeggien der Harfe, das geheimnisvolle Tremolo der Streicher und die auf- und abgleitenden Gange der
Floten: es ist eine Scene von beriihrender Schonheit.” See SITTARD 12 Feb. 1896, op. cit. in footnote no. 135.

139) Ibid.

140) ARMBRUST, Carl: Feuilleton. Stadt-Theater (“Dalibor”), Hamburger Fremden-Blatt, Abend-Zeitung,
vol. 68,13 Feb. 1896, no. 37, p. [5] (hereinafter ARMBRUST 13. 2. 1896).

141) Milada is fatally shot and dies in Dalibor’s embrace, then Dalibor stabs himself. In the Hamburg
production, that last scene was cut, and the opera ended with Milada’s death.

142) “[...] mitten in den zart verklingenden H-dur-Accorden der Sterbescene erscheint der Anfiihrer der
Wache, der auf die Schulter Dalibors seine Hand legt und nach riickwirts deutet, auf den Richtplatz... Dalibor
versteht ihn und erhebt sich willenlos. Der Vorhang fillt. Es ware doch erst noch zu untersuchen, ob nicht der
undeutliche, von Smetana gewiinschte Schluf? die groRere dramatische Wirkung erzielt.” PFOHL, Ferdinand:
Stadt-Theater. Zum ersten Male: “Dalibor”, Hamburger Nachrichten, Abend-Ausgabe, vol. [48], 12 Feb. 1896,
no. 36, p. [1].

143) Ibid.

144) Wilhelm Birrenkoven (1865-1955) was an important German tenor and stage director. In 1893 he was
engaged by Pollini at the Municipal Theatre in Hamburg, where he made his debut in 1893 as Walther von
Stolzing in Die Meistersinger von Niirnberg. Birrenkoven remained at Hamburg’s Municipal Theatre until 1912.

145) “[...] wie geschaffen ist; die schone und weiche Stimme und der beseelte Vortrag rissen des Ofteren das
Publicum zu begeistertem Beifall hin [...]” SITTARD 12 Feb. 1896, op. cit. in footnote no. 135.

146) Anna von Mildenburg (1872-1947) was an important Austrian soprano. She was a protegee of Gustav
Mahler when they were working together in Hamburg. In 1898, Mahler engaged her at the Court Opera in
Vienna, where she made her reputation mainly in Wagnerian roles.
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middle register."” Armbrust drew attention to the outstanding performance of Josefina von
Artner in the technically rather demanding role of Jitka. The conductor Mahler was able to
“extract the most beautiful, clearest expression from the work’s wealth of beauty’”. The reviewer
gave special recognition to the orchestra, which played “with depth of expression and great
tenderness’, and he praised the concertmaster Mithlmann, who played the repeated violin
solo “with magnificent tone and intimate, beautiful expression”.** Bittong's stage direction
also received the acknowledgement of both the public and the critics.

The present article is based on research of sources from Hamburg, and it adds some new
information to earlier discoveries about performances of Smetana’s operas at the Municipal
Theatre in Hamburg in 1881-1882 and 1894—-1897. On the basis of the examination of period
theatre playbills for all of the performances, of the full texts of reviews and their biographical
information, and of the correspondence of the relevant persons, the productions in question
began to assume more concrete outlines. The article also gives the basic outlines of Pollini’s
and Mahler's Hamburg era. The depth to which Smetana’s operas put down roots on
Hamburg’s theatrical stage, which had been setting the tone for all of Germany since the
1880s, is shown by performance statistics (see the Table below). The quoted press reviews of
individual performances show respect for Smetana’s operatic works, but except perhaps for
The Bartered Bride, those operas cannot be shown to have had lasting success.

Statistics on performances of Smetana’s operas
at the Municipal Theatre in Hamburg, 1881-1897*+°

1881/1882 | 1893/1894 | 1894/1895 | 1895/1896 | 1896/1897 | Total
The Two Widows | 4 (3/H+1/A) - 3 (2/H+1/A) - - 7
The Bartered Bride - 22 (15/H+7/A) |10 (7/H+3/A) | 6 (6/H) |4 (2/H+2/A) | 42
The Kiss - - - 6 (5/H+1/A) - 6
Dalibor - - - - 4 (4/H) 4

Address: Katerina Viktorovd, Muzeum BedFicha Smetany, Novotného lavka 1, 110 00 Praha 1,

Czech Republic

E-mail: katerina.viktorova@nm.cz

147) See SITTARD 12 Feb. 1896, op. cit. in footnote no. 135.
148) See ARMBRUST 13 Feb. 1896, op. cit. in footnote no. 140.
149) See Sammelbdnde der Theaterzettel 1881-1897. Abbreviations: H — Hamburg, A — Altona.

58 Musicalia 1—2/ 2024




Prosazovani Smetanovych oper
v Hamburku v letech 1881—1897

Katerina Viktorovd

repriz i jejich obsazeni.! Pozornost jsem vénovala srovnani repertodru i statistice operniho
provozu v Méstském divadle v Hamburku (Hamburger Stadttheater) a recenzim v dobo-
vém némeckém tisku, zpristupnéném ¢aste¢né online, ¢aste¢né na mikrofilmech ve Statnim
archivu svobodného a hanzovniho mésta Hamburku.? Dulezitym zdrojem informaci jsou
dvousvazkovd publikace k historii hamburské opery® a také almanachy z let 1891 az 1898 se
cleny divadelntho souboru jednotlivych let.*

Predlozend préce vznikla za finanéni podpory Ministerstva kultury CR v rdmci instituciondlniho financovd-
ni dlouhodobého koncepcniho rozvoje vyzkumné organizace Narodni muzeum (DKRVO 2024-2028/22.1.c,
00023272). Autorka dékuje: garantovi projektu Milanu Pospisilovi; autoriim prekladi recenzi Petre Kulované
a Lukasi Moty¢kovi; Lucii Votrubcové za prepis némeckych rukopisti; za zpristupnéni prament a literatury vsem
institucim: Staatsarchiv der Freien und Hansestadt Hamburg, Staats- und Universitétsbibliothek Hamburg Carl
von Ossietzky, Universitatsbibliothek — Universitat der Kiinste Berlin, Bibliothek und Archiv der Gustav Mahler
Vereinigung (Hamburg), Internationale Gustav Mahler Gesellschaft (Wien), Narodnimu archivu (fond Archiv
Narodniho divadla/AND), Narodnimu muzeu — Ceskému muzeu hudby — Muzeu Bedficha Smetany (dale jen
NM-MBS) a za cenné rady a informace Ivané Rentsch, Sabine Siemon, Claudii Zenck a Staatsoper Hamburg.

1) Sammelbinde (1881/1882, 1894-1897) der Theaterzettel des Hamburger Stadttheaters, in: Theatersammlung
der Staats- und Universitatsbibliothek Hamburg Carl von Ossietzky (ddle Sammelbiinde der Theaterzettel).
K dalsim zdrojim o Méstském divadle v Hamburku patfi pamétni publikace a rocenky napsané k vyro¢im
hamburského divadla: CHEVALLEY, Heinrich: Hundert Jahre Hamburger Stadt-Theater, Hamburg 1927 (dale
CHEVALLEY); 275 Jahre Hamburgische Oper, Festschrift herausgegeben von der Intendanz der Hamburgischen
Staatsoper, Hamburg 0.].; 300 Jahre Oper in Hamburg 1678—1978, herausgegeben von Hamburger Staatsoper,
Museum fiir Hamburgische Geschichte und Vereins- und Westbank, Hamburg 1977.

2) Dobovy tisk je z casti zdigitalizovan na portalu Hamburger Zeitungen Digital (www.zeitungen.sub.uni-
-hamburg.de) patricim pod Staats- und Universititsbibliothek Hamburg Carl von Ossietzky a na platfor-
mé Europeana (www.europeana.eu). Na mikrofilmech ma periodika k dispozici Staatsarchiv der Freien und
Hansestadt Hamburg, kde jsem studovala také sbirky novinovych vystrizkt Hamburger Stadttheater, signatura
A 531; Bernhard Pollini, signatura A 765; a Gustav Mahler, signatura A 762. Vyhledavala jsem rovnéz v online
katalogu Kalliope (www.kalliope-verbund.info), ktery shromazd'uje a zpristupnuje archivni dokumenty i ruko-
pisy z pozistalosti a nakladatelskych archivi.

3) WENZEL, Joachim E.: Geschichte der Hamburger Oper 1678—1978 / Ergdnzungen zur Geschichte der Hamburger
Oper 1678-1978 [2 sv.], Waisenhaus, Braunschweig 19781980 (dale WENZEL).

4) Neuer Theater-Almanach. Theatergeschichtliches Jahr- und Adressenbuch (Binde 1891-1898), herausge-
geben von der Genossenschaft Deutscher Biihnen-Angehariger, Berlin 1891-1898. Informace k pévciim in:
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Z doby pusobeni Bernharda Polliniho v Méstském divadle v Hamburku se bohuzel v ar-
chivu Hamburské statni opery nedochovaly zadné dokumenty, fondy byly zni¢eny béhem
druhé svétové valky. Pollini, ktery byl najemcem Méstského divadla, na né pohlizel jako na
svly majetek, a tak si mnohé dokumenty uchovaval doma. V seznamu Polliniho pozistalosti
ve sbirce hamburského divadla nejsou zadné relevantni dokumenty uvedeny.* Hamburskou
éru Gustava Mahlera pomdhaly priblizit mnohd vydani jeho korespondence a vzpominky
jeho soucasnikt, naptiklad autobiografie, série deniki a ¢asopisecké ¢lanky Mahlerova pri-
tele, skladatele Josefa Bohuslava Foerstera.

Pocatky smetanovské recepce v Némecku

Za Smetanova zivota a po jeho smrti az do roku 18927 se jen mélo jeho dél hralo v ciziné. Na
koncertnich pédiich se objevoval predevsim smyccovy kvartet Z mého Zivota, ktery v roce
1880 zaznamenal uspéch ve Vymaru i v Hamburku® a o rok pozdéji v Magdeburgu,’ pak
Trio g moll," které vyslo v Hamburku v roce 1880 tiskem," nékteré symfonické basné cyk-
lu Md viast (zejména Vlitava) a predehra k Prodané nevésté.”* 1 kdyz némeckou smetanov-
skou literaturu lze sledovat az od roku 1895, kdy byl vydan spis Bronislava Welleka," uz za

EISENBERG, Ludwig: GrofSes biographisches Lexikon der deutschen Biihne im 19. Jahrhundert, Leipzig 1903.

5) NachlaBverzeichnis von Bernhard Pollini, in: Theatersammlung der Staats- und Universitatsbibliothek Carl
von Ossietzky in Hamburg.

6) —ter [FOERSTER, Josef Bohuslav]: Feuilleton. Smetanova ,,Prodand nevésta® v Hamburku, Narodni listy,
roc. 34, 23.1.1894, ¢. 22, s. 1 (d4le FOERSTER 1894); Tyz: Z mych vzpominek na Gustava Mahlera, Smetana 1,
1911, s. 264-266, 300-301. (Castelny pretisk: Stil Zivota, B. M. Klika, Praha 1920, s. 124-134); Ty#: Gustav
Mahler in Hamburg, Prager Presse, 2. 4. 1922 — 2. 7. 1922; FOERSTER, Josef Bohuslav: Smetana a Mahler, in:
Zapisnik hudebnikilv, Statni nakladatelstvi, Praha 1929, s. 129-131, téz in: Poutnik v Hamburku, Sfinx Bohumil
Janda, Praha 1939, s. 46-49 (ddle FOERSTER 1939), téz in: Poutnik v ciziné, Orbis, Praha 1947, s. 42-44.

7) Rok 1892 byl pro smetanovskou zahranicni recepci zZlomovy. Smetanovym operdm Prodand nevésta a Dalibor
prineslo velké mezinarodni uznani vystoupeni hostujiciho prazského Narodniho divadla na Mezinarodni hu-
debniadivadelnivystave ve Vidni (provedeny v ¢estiné). Tyto dvé opery se poté objevily na scéndch v Némecku
pomeérné rychle za sebou: Dalibor koncem roku 1893 v Berliné a v roce 1894 v Mnichové, Prodand nevésta v roce
1893 v Berling, Drazd'anech a Lipsku, v roce 1894 pak v Hamburku a Mnichové.

8) PROCHAZKA, Ludevit: Z Hamburku, Dalibor, ro¢. 2,1.12. 1880, &. 34, s. 269-270.

9) LOWENBACH, Jan: Bedrich Smetana a Dr. Ludevit Prochdzka. Vzdjemnd korrespondence, Uméleckd beseda,
Praha 1914, s. 117 (d4le LOWENBACH).

10) Trio g moll uvedl Prochdzka spolu s houslistou Otakarem Kopeckym a violoncellistou Albertem Gowou na
svém druhém domdcim koncertu 11. 4. 1880 za pfitomnosti vyznamnych osobnosti hamburského hudebniho
a spolecCenského zivota. Viz Dalibor, roc. 2, 20. 4. 1880, ¢. 12, s. 94.

11) Blize viz vzajemna korespondence Smetany a nakladatele Huga Pohleho (tnor 1880 - tnor 1881),
viz LOWENBACH, op. cit. v pozn. 9, s. 106-114. Po Smetanové smrti vstoupil Pohle do jednani o vydavani
Smetanovych dél se skladatelovym zetém Josefem Schwarzem jako zastupcem dédicd. Viz korespondence ve
Fondu nenotovych rukopisti a tiskd (NM-MBS, sign. W 9/2-9/6).

12) MACHAC, Josef: BedFich Smetana a cizina, Nakladem Bohd. Melichara, Hradec Kralové 1910. Protoze jsem
se ve svém badani soustrfedila na zahraniéni recepci Smetanovy operni tvorby, uvadéni a recepci jeho komor-
nich a symfonickych dél na tomto misté blize nepojednavam.

13) WELLEK, Bronislav: Friedrich Smetana, Sonderabdruck aus der Osterreichisch-Ungarische Revue, XVII.
Bd., Heft 1-6,1894-1895, Verlag von H. Dominicus, Prag 1895 (ddle WELLEK). Poté byla az v roce 1924 vyda-
na némecky psana monografie o Smetanovi, kterd se pomoci ¢etnych plvodnich pramennych material poku-
sila priblizit ceského skladatele, ktery byl pro mnohé nezndmy. Viz RYCHNOVSKY, Ernst: Smetana, Deutsche
Verlags-Anstalt Stuttgart — Berlin 1924.
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Smetanova zivota prinasela némecka periodika rtizné zpravy o jeho dile. Nejprve se tykaly
uvedeni jeho oper v Praze (v druhé poloviné 70. let), pozdéji byly publikovény v souvislosti
s uvadénim jeho vyse jmenovanych dél v Némecku.

V reakci na premiéru Hubicky 7. listopadu 1876 lipsky referent Smetanu oznacil za nej-
vyznamnéj$i a soucasné nejzajimaveéjsi osobnost mezi ¢eskymi hudebnimi skladateli. Podle
néj se ,[...] vyznacuje noblesou a bohatosti invence, dramatickou vervou, a predevsim néznou
grdcit. Jeho hlavni vyznam spocivd ovsem v tom, Ze jako prvni napsal skutecné ndrodni Ces-
kou hudbu. Zatimco se ostatni cesti skladatelé — vedle viastniho ndrodniho Ziviu — pohybu-
ji po vyslapanych cestdch italskych vzorii, Meyerbeera a velké opery, v nékterych pripadech
i Wagnera, on dosdhl naprosté nezdavislosti. Narodni moment u néj neni nicim cizim, modnim
a umélym, nybrz je podstatou a podminkou jeho tvorby. Plné vstrebal ndrodni povahu svého
lidu, cistou, uprimnou veselost, kterd Cechy odlisuje od jejich sentimentdlnéjsich slovanskych
bratrii, a z této studnice jasné a plné prysti bohaty proud skutecné ndrodnich melodii a cha-
rakteristickych hudebnich ndpadii.”** Vidensky list hodnotil hudbu Hubicky jako roztomilou
a prithlednou, jez svymi narodnimi rytmy a melodiemi posluchace uchvacuje. Se s6lovymi
hlasy zachazi Smetana s nonsalanci. Tézisté jeho hudby je v orchestru, ktery ale u Smetany
nema tutéz tlohu jako u Wagnera. Stéle doprovazi zpév, ale orchestralni priavod je velmi
rozmanity.” Berlinsky list zase referoval o Smetanovi jako o Lisztové zakovi a nasledovateli
Wagnera, o jeho nejnovéjsi komické opete Tajemstvi minil, Ze ukazuje skladatelovu genialitu

16 Cetné ohlasy v némeckém tisku vyvolalo sté predstaveni Prodané

Vv nejzarivéjsim svétle.
nevésty v prazském Narodnim divadle 5. kvétna 1882. Intenzivnéj$i zajem o Smetanu

v Némecku zacal teprve provedenim Dvou vdov v Hamburku (1881).

Okolnosti prvniho uvedeni Dvou vdov na némecké jevisté
Smetanovo operni dilo vstoupilo na némecké jevisté v divadelni sezéné 1881/1882
v Méstském divadle v Hamburku” prostiednictvim opery Dvé vdovy a zasluhou dvou

14) ,,[...] zeichnet er sich durch Noblesse und Reichthum der Erfindung, dramatische Verve und liebenswiir-
dige Grazie vor Allem aus. Seine Hauptbedeutung besteht aber darin, dass er der Erste eine eigentlich na-
tional-czechische Musik geschrieben hat. Wahrend die anderen czechischen Componisten sich, neben dem
eigentlich nationalen Element, auf den ausgefahrenen Geleisen der italienischen Vorbilder, Meyerbeer’s und
der Grossen Oper, zum Theil auch Wagner’s bewegen, hat er sich eine volle Selbstandigkeit errungen. Das
nationale Moment ist bei ihm kein angepasstes, anempfundenes, gemachtes, sondern es ist die Basis und die
Bedingung seines Schaffens. Er hat den nationalen Charakterzug seines Volkes, eine reine, offene Heiterkeit,
die die Czechen vor ihnen mehr sentimentalen Stammesbriidern auszeichnet, voll in sich aufgenommen,
und aus diesem Born sprudelt hell und voll ein reicher Quell echt nationaler Melodien und musikalischer
Charakterziige.“ E. W.: Prag, Musikalisches Wochenblatt, roc. 7, Leipzig 15. 12. 1876, ¢. 53, 5. 726.

15) C. v. E.: Prager Musik- und Theaterzustiinde 1876. I, Illustrirtes Musik- und Theater Journal, ro¢. 2, Wien
31.1.1877,¢.17, 5. 412-415.

16) [?]: Prag, Allgemeine Deutsche Musik-Zeitung, roc. 5, Berlin 4.10. 1878, ¢. 40, s. 337.V témze periodiku vy-
slav nasledujicim roce biograficka skica Friedrich Smetana. Eine biografische Skizze. Von J. S. Debrnov, Allgemeine
Deutsche Musik-Zeitung, ro€. 6, Berlin 18. 4. 1879, ¢. 16, s. 125-127.

17) Méstské divadlo v Hamburku (zal. 1811) zaujimalo v némeckém hudebnim Zivoté mimoradné dilezité po-
staveni a svou uméleckou cinnosti soutézilo s Dvorni operou v Berliné i opernim domem v Lipsku. Divadelni
budova v Dammtorstrasse z roku 1827 zazila své vyznamné obdobi za dob skladateld Alberta Lortzinga, Carla
Marii von Weber a Heinricha Marschnera. V letech 1871-1873 proslo divadlo zasadni rekonstrukci, stalo se
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muz — Ludevita Prochazky' a Bernharda Polliniho.” Prochazka byl velkym propagatorem
Smetanovy hudby. V Hamburku ptisobil od roku 1879, kam nésledoval svou Zenu, sopranist-
ku Martu Prochazkovou, kterd tam v roce 1878 ziskala v Méstském divadle angazma. Na pre-
lomu sedmdesétych a osmdesatych let 19. stoleti zacal Smetana, podporovany Prochazkou,
znovu intenzivnéji usilovat o uvedeni svych dél v ciziné.?* V té dobé vstoupil do jedndni s né-
meckymi vydavateli* a také s hamburskym divadlem. Pro hamburskou scénu zvolil vzhle-
dem kjejimu ,ndrodnimu a kosmopolitickému razu*** operu Dvé vdovy. Prochazka okamzité
oslovil reditele Polliniho, kapelnika Josefa Suchera a reziséra Wilhelma Hocka.® Smetana
mezitim povéril prekladem textu do némciny a opisem partitury svého pritele Josefa Srba-
Debrnova. Koncem zai{ 1880 byly partitura i klavirni vytah s ¢eskym a némeckym textem
odeslany do Hamburku.**

Vyjedndvani o uvedeni opery se velmi vleklo.”® Smetana nakonec obdrzel od feditele
Polliniho za postoupeni dila i vydavatelskd prava® k opete Dvé vdovy 1290 florint (1000 fl.
jednorazove za Dvé vdovy, dalsich 1000 fl. bylo splatnych v pripadé $estého predstave-
ni).” Tato podminka smlouvy vsak nebyla splnéna. Celkem se odehrala jen c¢tyfi predsta-
veni a onéch dalsich 1000 fl. nebylo vyplaceno. Za tato ¢tyii predstaveni v Hamburku (3)

prostornéjsim a honosnéjsim. Prestavba odpovidala nejen potiebé ucinit divadlo zajimavym pro pfipadné na-
jemce, ale také touze péstovat v Hamburku bohaty kulturni Zivot. Divadlo preslo do majetku méstské diva-
delni spolecnosti a zacalo se jeho nejslavnéjsi obdobi. V roce 1891 proslo vyraznou technickou modernizaci.
Uskute¢nily se zde napt. némecké premiéry Verdiho Otella (1888) a Cajkovského Eviena Onégina (1892).

18) Ludevit Prochdzka (1837-1888) — klavirista (zdk B. Smetany), hudebni skladatel a publicista. Pisobil
v Hamburku a od roku 1881 v Drazd'anech. V Hamburku ved! Tonkiinstlerverein, vyu¢oval na konzervatofi,
zalozil svij vlastni hudebni Ustav a spolupracoval s divadlem.

19) Bernhard Pollini (vl. jm. Baruch Pohl, 1838-1897) — némecky impresario. Byl vyu¢enym obchodnikem, poz-
déji svou pozornost obrdtil k divadlu a v roce 1857 se stal opernim pévcem. Po Uspésném plsobeni u italské
opery v Moskveé a Petrohradu prevzal v roce 1874 fizeni Méstského divadla v Hamburku. Pisobil v ném az do
své smrti. V roce 1889 se ozenil se sopranistkou Biankou Bianchi (1858-1947), ktera zpivala nejprve ve dvor-
nich operach ve Vidni a Mnichové, po svatbé pak v Hamburku. V roce 1895 prevzali vedeni divadla Polliniho
spolupracovnici, rezisér Franz Bittong a jednatel Max Bachur.

20) Smetana Prochdzkovi, dopis z 23. 12. 1879, Jabkenice, viz LOWENBACH, op. cit. v pozn. 9, s. 31-33. Také
viz MOJZISOVA, Olga — POSPISIL, Milan — VOJTESKOVA, Jana — KROUPA, Jif K. (eds.): Bed¥ich Smetana.
Korespondence / Correspondence III, Narodni muzeum — KLP, Praha 2023, s. 616-617.

21) Vydano tiskem bylo Trio g moll u Huga Pohleho v Hamburku (1880), déle ze Dvou vdov orchestralni ¢isla a pre-
dehra ve Ctyrrucni klavirni Gpravé a také Polka z Finale 2. déjstvi v partiture, hlasech a dvourucni klavirni dpravé
u vydavatelstvi Bote & Bock v Berliné (1882). Viz Dalibor, ro¢. 4,10. 4.1882, ¢. 11, s. 87. Klavirni vytah celé opery,
o0 jehoz vydani se jednalo od roku 1881 v ramci priprav hamburské premiéry opery, vysel az v roce 1893.

22) Smetana Prochdzkovi, dopis z 19. 4. 1880, Praha, viz LOWENBACH, op. cit. v pozn. 9, s. 37.

23) Prochazka Smetanovi, dopis z 2. 5. 1880, Hamburk, viz tamtéz, s. 38-41; a Prochazka Smetanovi, dopis
z6.11.1880, Hamburk, viz tamtéz, s. 50-51.

24) Smetana Prochazkovi, dopis z 26. 9. 1880, Jabkenice, viz tamtéz, s. 48-49.

25) Viz korespondence Smetany a Bernharda Polliniho (NM-MBS S 217/281, 530, 793-800). Jednali spolu
i 0 pravech na Prodanou nevéstu a Hubicku.

26) S podminkou odkoupeni vlastnictvi Smetana nebyl spokojen. Srovnej Smetana Prochazkovi, dopis
z20.12. 1880, Jabkenice, vizLOWENBACH, op. cit. v pozn. 9, s. 54-55.

27) Viz tamtéz, s. 114-116; WELLEK, op. cit. v pozn.13,s.53 a MOJZISOVA, Olga: Die finanzielle Lage Bedich
Smetanas im Lichte der Quellen, Musicologica Olomucensia, ro¢. 27, 2018, s. 26 (dale MOJZISOVA 2018).
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a Altoné (1) dostal jen 45 fl. (tedy polovinu z 6 % tantiém, o které se podélil s Pollinim).*®
Smlouva byla podepsana dne 26. ledna 1881.%

Pri vyjednavanich Smetana narazel na Polliniho silnou a netstupnou osobnost. Pollini,
jeden z nejvyznamnéjsich opernich rediteld své doby, byl predevsim obchodnikem, ktery
kladl diraz na komercializaci divadla. Do Hamburku prisel v roce 1874, kdy si pronajal sice
zrekonstruované Méstské divadlo, které se ale v té dobé nejevilo jako umélecky atraktiv-
ni podnik. Vyuzil své zkusenosti, predchozi zisky z Petrohradu i Moskvy a vyvedl divadlo
z deficitu. Tim jasné prokazal své komer¢ni dovednosti, a tak dva roky po nastupu do funk-
ce mu bylo svéfeno i vedeni Méstského divadla v Altoné (Altonaer Stadttheater, zalozeno
jako konkurencni scéna v roce 1873).%° Pollini pokracoval v rozsifovani svého divadelniho
impéria — postupné byla pripojena i divadla Thalia a Volkstheater. Odtud pochazi Polliniho
prezdivka ,Mono-pollini*" Méstské divadlo v Hamburku vedl tiiadvacet let, téméf az do
své smrti v roce 1897. Béhem té doby ho proménil v nejrespektovanéjsi divadelni scénu
v Némecku. Podarilo se mu vyrazné zvysit pocet predplatitelti a realizovat predstaveni za
Gi¢asti soucasnych vyznamnych skladatelt (véetné Pucciniho a Cajkovského), ktera se stala
hudebnimi udalostmi pro celé mésto.* Prosazoval kult péveckych hvézd,* naopak jevistni
akci a vypravu zanedbaval.

Dveé vdovy byly prvni Smetanovou operou uvedenou na némecké jevisté. Premiéra se
uskutecnila jesté za Smetanova zivota 28. prosince 1881 v Méstském divadle v Hamburku.**
Hudebné operu nastudoval kapelnik Josef Sucher v tomto obsazeni:*®

Alfred, Vicomte von Chateaubleu (Ladislav Podhagjsky) — Joseph Wolff

Charlotte D’Alvardois, jeho sestra, vdova (Karolina) — Minna Peschka-Leutner

Blanche von Chateaubleu, jeho nevésta, vdova po jeho starsim bratrovi (Anezka) —
Rosa Sucher

Grognard, hajny hrabénky D’Alvardois (Mumlal) — Rudolf Freny

Minette, pokojska (Lidunka) — Adele Kolb

Francois, Alfredtav podkoni (Tonik) — Wilhelm Sedlmayer

28) Viz MO]Zf§OVA 2018, op. cit. v pozn. 27, s. 30-31 (pozn. 61), ddle korespondence mezi Smetanou
a Prochazkou, viz LOWENBACH, op. cit. v pozn. 9, a koncepty dvou dopist Prochazky Pollinimu z 19. a 25. 1.
1881 (ulozeny v pozstalosti L. Prochdzky v NM-MBS, nezpracovany).

29) Viz LOWENBACH, op. cit. v pozn. 9, s. 114-116.

30) Pollini presvédcil i hambursky senat, aby snizil ndjem, zaplatil divadelnimu domu dotaci a jemu honorar. Viz
CHEVALLEY, op. cit. v pozn. 1. K B. Pollinimu také POHLE, Hugo: B. Pollini, Eine Beleuchtungsprobe u. kulturhisto-
rische Skizze, Hamburg 1896 a FRANKEL, Ludvig: Pollini, Allgemeine Deutsche Biographie, Bd. 53, Leipzig 1907.

31) Viz WENZEL 1878, op. cit. v pozn. 3, 5. 73.

32) SCHABBING, Bernd: Gustav Mahler als Konzert- und Operndirigent in Hamburg, Musicologica Berolinensia,
Bd. 9, Verlag Ernst Kuhn, Berlin 2002 (dale SCHABBING).

33) Patfili mezi né Max Alvary, Willi Birrenkoven, Heinrich Bétel, Franz Diener, Katharina Klafsky, Anna von
Mildenburg, Ernestine Schumann-Heink nebo Rosa Sucher.

34) Premiéry se Smetana nezucastnil, i kdyz byl na ni Prochdzkou i Pollinim pozvan.

35) Viz cedule k premiére, Sammelband der Theaterzettel 1881/1882, op. cit. v pozn. 1. Protoze byla opera uve-
denav Upravé, pri niz byla zménéna jména vsech postav, v zavorkach uvadim jejich ptivodni Smetanova jména.
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Dalsi predstaveni se konala 6. a 9. ledna 1882 v Méstském divadle v Hamburku, 2. tnora
1882 pak na druhé divadelni scéné v Méstském divadle v Altoné. Dvé predstaveni Dvou vdov
vAltoné7.a17.lednabylazrusena. Dne7.ledna 1882 je nahradila opera Blesk (L Eclair) Jacquesa
Fromentala Halévyho (1835) a 17. ledna 1882 opera Nocleh v Granadé (Das Nachtlager in
Granada) Conradina Kreutzera (1834). Na divadelnich cedulich s ndhradnimi tituly je u obou
termint uvedena informace: ,Z ditvodu ndhlého onemocnéni pani Peschka-Leutner se dnes
pldnované predstaveni,Dvé vdovy‘ neuskutecni.*3® Celkem se odehrala ¢tyti predstaveni.

Do hamburské podoby Dvou vdov vyrazné zasihla uprava Rodericha Felse.” Nevysla
tiskem, jeji podobu ndm odkryvaji kritické ohlasy v tisku a smetanovska korespondence®
a ¢astecné také klavirni vytah, na némz Smetana spolupracoval, i kdyz byl nakonec vydan
v Berliné az devét let po jeho smrti. Fels provedl rozsahlé zdsahy do déje i struktury dila
bez skladatelova souhlasu. Déj prenesl ze souc¢asnosti do posledni tietiny 18. stoleti a z ¢es-
kého prostredi na francouzsky zamek Alvardois v Provence. Ze dvou jedndni vytvoril tii
tak, ze druhé déjstvi rozdélil na dvé. Prvni jednani koncilo kvartetem ,Mala ty selmicko®,
finale 1. déjstvi (,Mumlale, aj, tu Vas mame") bylo se zménénym textem presunuto za 6. vy-
stup 2. déjstvi (Mumlal s Anezkou) jakozto konec 2. déjstvi, 3. déjstvi pak zacinalo terce-
tem Lidunky, Tonika a Mumlala (,Co to, holka..).* Zménéna byla i jména postav: Ladislav
Podhgjsky — Alfred, Vicomt von Chateaubleu, Karolina — Charlotte D’Alvardois, Anezka —
Blanche von Chateaubleu, Mumlal — Grognard, Lidunka — Minette a Tonik — Frangois.

Smetana se o prepracovani Dvou vdov dozvédél az po premiéie.** Také zjistil, ze Pollini
preprodal vydavatelska prava hudebnimu vydavatelstvi Bote & Bock. Kdyz se pak jednalo
o vydani klavirniho vytahu, Smetana Felsem vytvorené zmény i dalsi pozadovana prepra-
covani odmital. Nelibilo se mu, ze ze Dvou vdov délaji frasku, ze hudba je pro né nedulezita
a ,z nézného elegantniho predmeétu md se udélat a zkopat néco, kde Sprymy, vtipy a spdsovité
scény obecenstvo baviti majil* Proti takovému ,7ddéni” ve svém dile protestoval.** Zejména

mél ndmitky ke zméné mista (Francie) a ¢asu (rokoko). Jeho hudba je ,ryze ceskd

anelzeji
z ¢eského prostiedi kamkoliv presazovat. Své pripominky shrnuje takto: ,Zmény v opere

mohou si zavést, kdyz neporusi tim karakter a postup Cisel za sebou; prikomponovdni, jiné

36) ,Wegen plotzlicher Erkrankung der Frau Peschka-Leutner kann die fiir heute angezeigte Vorstellung ,Zwei
Wittwen* nicht gegeben werden.”

37) Roderich Fels (vl jm. Siegfried Rosenfeld, 1844-1883) — brnénsky roddk, rakousky herec, dramaturg,
dramatik a libretista. Napsal libreta ke dvéma operam Heinricha Hofmanna Aennchen von Tharau (1878)
a Wilhelm von Oranien (1882) a taktéz k opere Carla Gramanna Das Andreasfest (1882).

38) Vynatky z némeckych kritik po premiére prindsel ¢asopis Dalibor, ro¢. 4, 1882. Korespondence i plné znénfi
kritik viz LOWENBACH, op. cit. v pozn. 9, s. 116-130.

39) Viz LOWENBACH, op. cit. v pozn. 9, s. 73 (pozn. 84).

40) Prochazka Smetanovi, dopis z 31. 12. 1881, Drazdany, viz tamtéz, s. 72-75.

41) Smetana Prochazkovi, dopis z 21. 2. 1882, Jabkenice, viz tamtéz, s. 81. Také TEIGE, Karel: Prispévky k zi-
votopisu a umelecke cinnosti mistra Bedficha Smetany. II. Dopisy Smetanovy, Nakl. Fr. A. Urbanek, Praha 1896,
s.122-126 (dale TEIGE).

42) Smetana Srbovi, dopis z 22. 2. 1882, Jabkenice, viz BALTHASAR, Vladimir: Bedrich Smetana. Cdst II. Dopisy
B. Smetany na J. Srba-Debrnova, Mojmir Urbanek, Praha 1924, s. 193.

43) Smetana Prochazkovi, dopis z 21. 2. 1882, Jabkenice, viz LOWENBACH, op. cit. v pozn. 9, s. 82, té7 viz
TEIGE, op. cit. v pozn.41,s.124.
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zavérky Cisel na effekt si zapoviddm. Rozdéleni na 2 neb 3 akty je mi lhostejné.“** Prochazka
nékteré zmény obhajoval s tim, ze ,druhé jedndni arii Anezky nemd dosti zivého a efektniho
zakoncent, jakoz i ze I1I. jedndni, jelikoz déj slaby jest, ponékud se viece"*>

Felsova uprava se vyvijela. Déj byl prenesen zpét do ceského prostredi a postavy dostaly
nova jména: Ladislav Podhdjsky — Heinrich, Karolina — Carla, Anezka — Vilma, Mumlal —
Peter, Lidunka — Minka a Tonik — Jean. V reakci na Smetanovo rozc¢arovani a na zékladé jeho
pripominek Prochazka Smetanu pozval k sobé do Drazdan, aby se na zméndch, které poza-
doval nakladatel, pokusili dohodnout osobné.*® Vysledkem setkani bylo, ze Smetana dokom-
ponoval dvé nova hudebni cisla — tercet Clary, Vilmy a Petera do prvniho jednani za tcelem
uzavieni scény vdov a hajného hudebnim ¢islem, a rovnéz novou druhou ¢ast arie Vilmy, pti-
vodné ponurou, nyni nadéjeplnou.”” Dalsi pozadavek na prikomponovani kupletu Jeana vsak
Smetana z divodu frivolniho textu odmitl.*® Prochazka se poté snazil prosadit ve svém novém
pusobisti, Drazdanech, dal$i Smetanovu operu, Prodanou nevéstu. Oslovil v této zélezitosti
tamniho kapelnika Ernsta von Schuch a ve véci prekladu libreta do némciny Otilii Malybrok-
Stielerovou.” Jednani na drazdanské scéné vsak vazla a k uvedeni nakonec nedoslo.”

Smetanovy Dvé vdovy sklidily pri premiére velky aspéch, ktery mél opere zajistit trvalé
misto v repertodru a otevfit dvere na dalsi némecka divadelni jevisté.>* Ohlasy v tisku po-
ukazovaly na ,[...] tolik ladnosti, originality, takové mnozstvi prekvapivé a strhujici krdsy, ze
posluchac vse sleduje s potésenim a musi byt ohromen tim, jak bohaty a zcela prost frazi a tri-
vidlnosti je tento komicky talent."> Ze Smetanovy hudby pry ,vane auberovsky duch*.** Kritik

44) Smetana Prochdzkovi, dopis z 21. 2. 1882, Jabkenice, viz LOWENBACH, op. cit. v pozn. 9, s. 83, téZ TEIGE,
op. cit. vpozn.41,s.126.

45) Prochazka Smetanovi, dopis z 31. 12. 1881, Drazd'any, viz LOWENBACH, op. cit. v pozn. 9, s. 73.

46) Prochdzka Smetanovi, dopis z 21. 8.1882, Drazdany, viz tamtéz, s. 86.

47) Prochazka Smetanovi, dopis z 29. 8. 1882, Drazdany, viz tamtéz, s. 88-90.

48) Klavirni vytah J. Zubatého (revidovany Smetanou) s touto druhou adaptaci vysel bez uvedeni libretisty
a upravovatele u vydavatelstvi Bote & Bock v Berliné roku 1893, libreto samostatné tamtéz (s. a.).

49) Otilie Malybrok-Stielerovd (tj. Kleinschrodovd, 1836-1913) — némecka basnitka a prekladatelka. Prekladala
napr. narodni pisné i umélou lyriku K. H. Machy, J. Nerudy, nejvice J. Zeyera. Také prelozila Prochdzkovy sbirky
Slovanske ndrodni ndpévy (Slawische Volksweisen, 1882) a Ndrodui hlasy (Vélkerstimmen, 1884).

50) Prochazka Malybrokové, 2. 2. 1883, Dresden (NM-MBS, sign. W 24/6).

51) O provedeni opery dostal 28.12. 1881 Smetana telegram se zprdvou: ,Witwen, bedeutender Erfolg, gratu-
liere Pollini, Hartman, Dresden.” / ,Vdovy, vyznamny Uspéch, gratuluji Pollini, Hartman, Drazd'any.” Potésila
ho a vzbudila v ném nadéji, ze prece jen jeho dilo prorazi za hranice. (NM-MBS S 217/797).

52) [?]: Hamburg, Der Klavier-Lehrer. Musik-paedagogische Zeitschrift, ro¢. 5, Berlin 15. 1. 1882, ¢. 2, s. 21.
Tento predpoklad se bohuzel nenaplnil. Dvé vdovy se na hamburské jevisté vratily po dlouhych trinacti letech.
53) ,[...] so viel Grazie, so reichliche Originalitdt, eine solche Menge iiberraschender und hinreissender
Schénheiten, dass der Horer seine Beobachtungen mit Genuss und Behagen anstellt und erstaunt ist, eine ko-
mische Ader so ergibig und vollstandig frei von Plattheiten und Trivialitdten fliessen zu sehen.” s—r.: Hamburg,
Musikalisches Wochenblatt, ro¢. 13, Leipzig 5.1. 1882, ¢. 2, s. 20.

54),[...] sie athmet Auber’schen Geist [...]” [?]: [bez ndzvu], Signale fiir die musikalische Welt, roc. 40, Leipzig
1882, ¢. 1, s. 8. Francouzsky skladatel Daniel-Frangois-Esprit Auber (1782-1871) se po velkych operach Némd
z Portici (1828), Gustav III. aneb Maskarn/ ples (1833) &i Lestocq aneb Uklady a ldska (1834) vrétil ke komické
opefe a lyrictéjsim namétdm, napt. Haydée aneb Tajemstvi (1847) nebo Prvni den stésti (1868).
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dosahuje ve findlni polce.">
Ludwig Meinardus ale v opefe naopak postradal ,[...] ndrodni charakteristiku hudebniho vy-
razu. I kdyz se zdd, Ze se o néj Smetana snazil."*® Co se hudebnich ¢isel tykd, Carl Armbrust
vyzdvihoval predehru, déle prvni vystup Charlotty, v némz postava ,[...] vyjadruje sviij lehky
pohled na zivot a ktery je okouzlujicim zpiisobem opreden neuvéritelné piivabnym doprovo-
dem. Ndsledujici scéna obou dam s Grognardem vrcholi velkolepym tercetem, v némz je treba
obdivovat jemnou hudebni charakteristiku téchto tii postav. |...] Vrcholem jedndni i samotné
opery vitbec je scéna, v niz Blanche sama odhaluje své city.“®

55) L’Eclair, t¥iaktova komickd opera Jacquese Fromentala Halévyho (1799-1862), libreto Jules-Henri Vernoy
de Saint-Georges a Frangois Antoine Eugene de Planard, méla premiéru v roce 1835 v parizské Opéra-Comique.
56) Le Domino noir, triaktova komicka opera Daniela Esprita Aubera, libreto Eugeéne Scribe, méla premiéru
v roce 1837 v parizské Opéra-Comique.

57) L. H. [HARTMANN, Ludwig]: Hamburg, 29. Dezember, Dresdner Nachrichten, roc. 26, 31.12. 1881, ¢. 365,
s.3 (déle HARTMANN).

58) ,,[...] im Lauf der drei Akte eine Fiille reizender Melodien und eine scharfe pikante Rhythmik, wie sie den
slawschen Nationen eigen zu sein pflegt. Nicht selten mischt sich in die allerliebste Erfindung etwas sla-
visch-volksthiimliches, das ganz originell beriihrt und seinen Hohepunkt in einem iiberaus fein kombinirten
Polkafinaltanz erreicht.“ Viz HARTMANN, op. cit. v pozn. 57, s. 3.

59) ,,[...] das ist zunichst die volksthiimliche Charakteristik des musikalischen Ausdrucks. Es scheint, Smetana
habe dieselbe gleichwohl angestrebt. MEINARDUS, Ludwig: Stadt-Theater. Mittwoch, den 28. Dezember,
Hamburgischer Correspondent, Morgen-Ausgabe, ro¢. 151, 30.12.1881, ¢. 361, s. 2 (ddle MEINARDUS).
60),,[...] sie Ihre leichte Lebensanschauung ausspricht, ist reizend von einer ungemein graziosen Begleitung
umspielt. Die nichste Szene zwischen den Damen und Grognard gipfelt in einem prachtvollen Terzett, in wel-
chem man die feine musikalische Charakterisierung der verschiedenen Personen bewundern muss. [...] Der
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Podle nasledujiciho tvrdsiho tsudku Smetana prokazal, ,[...] Ze bedlivé ndsleduje nejlepsi
mistry a ze se zdrzuje drivéjsiho lehkovazného ceského hudlareni |...]. Sprdavné si védom toho,
ze ndrodni ceskd hudba nemiize poskytnout zdklad vyssim, duchovnéjsim formdm, opird se
o zdklady némecké hudby, vsude a také v této opere, v niz maji ndrodné-lokdlni nadech pouze
sbory a nékteré veselé situace a v takovych pripadech jde o stastné a dovedné napsané pasdze,
coz lze ovsem jen chvilit, ziistane-li zachovdn pivodni cesky text, ktery déj umistuje na ceské
tizemi a do ceské spolecnosti. [...] Z tohoto ndcrtu lze jasné usuzovat na nesoulad mezi textem
a hudbou.”" Nazor na Felsovu tpravu potvrdil vyse zminéné Smetanovy obavy: ,Roderich
Fels, ktery zachoval jen zdkladni rysy a hlavni postavy pivodniho déje, ale snazil se déj roz-
SiFit a ozivit a tohoto cile také ve velké mire dosdhl, vytvoril déj zivéjsi a zabavnéjsi, ktery
se vsak stdvd operetnim a casto se prilis vzdaluje od sentimentdlniho charakteru predlohy,
z cehoz prirozené vyplyvd, ze novd slova, zvolend libovolné a bez jakéhokoli porozumeéni hud-
bé, vuplné disharmonuji se Smetanovymi notami."** Presazeni scén z ¢eské na francouzskou
pudu podle Emila Krauseho nutné vedlo k nesouladu mezi ¢eskym narodnim razem hudby
a francouzskym charakterem jednajicich postav, coz lze sledovat ve sborech, kde slovanské
melodie a rytmy zpiva francouzsky venkovsky lid.®*

Hudebni provedeni bylo hodnoceno kladné. Podle Augusta Ricciuse se kapelniku
Sucherovi podarilo vypracovat hudebni komické pointy v souladu s témi dramatickymi.®*
Lvi podil na tom, ze predstaventi sklidilo tak bourlivy potlesk, méli ac¢inkujici. Hudebni kritik
Meinardus napsal: ,Pani Peschka-Leutner® prokdzala laskavy smysl pro humor, ktery byl vel-

Hohepunkt des Aktes wie der Oper ist dann wohl die Szene, in der Blanche allein ihre Empfindungen aus-
spricht.“ Protoze prislusné vydani periodika — ARMBRUST, Carl F.: Stadttheater, Hamburger Fremden-Blatt,
ro¢. 53, 30. 12. 1881, ¢. 304 — neni ve Statni a univerzitni knihovné Carla von Ossietzkého v Hamburku ani
jinde dostupné, cituji podle LOWENBACH, op. cit. v pozn. 9, 5. 119.

61) ,[...] dass er den besten Meistern eifrig nachgestrebt und sich streng von der friiheren leichtfertigen
bohmischen Musikmacherei zuriickgehalten hat [...]. In der richtigen Erkenntniss, dass die national-czechi-
sche Musik keine Grundlagen fiir hohere, durchgeistigte Formenbildungen geben kdnne, stellte er sich auf
deutsche Basis, tiberall und auch in dieser Oper, wo er nur den Choren und einigen heiteren Situationen heimi-
sche Klange unterlegte, und in solchen Fillen mit Gliick und Geschick, das man freilich nur dann preisen darf,
wenn die urspriingliche Textunterlage bleibt, die in czechischer Sprache geschrieben ihre Handlung offenbar
in czechisches Gebiet und in deren Gesellschaft versetzt. [...] Die Disharmonie zwischen Buch und Musik lasst
sich aus dieser Skizze wohl erkennen.“ AFRIS: Hamburger Brief, Musikwelt. Musikalische Wochenschrift fiir die
Familie und den Musiker, roc€. 2, Berlin 21.1.1882, ¢. 4, s. 40 (dale AFRIS).

62) ,,Roderich Fels beauftragt, welcher nur die Grundziige und die Hauptgestalten des Buches beibehielt, die
Handlung aber zu erweitern und zu beleben versuchte und dieses Ziel auch leidlich erreichte; er schuf eine
regere und amiisantere Handlung, die aber von dem Fehler des Ubergreifens in das Operettenhafte nicht
freizusprechen ist und sich oft sehr weit von dem sentimentalen Grundzuge des Originals entfernt, mit der
natiirlichen Folge, dass die willkiirlich und ohne Musikverstandniss erfundenen neuen Worte in vollstandiger
Disharmonie zu Smetana’s Noten stehen. Viz AFRIS, op. cit. v pozn. 61, s. 40.

63) KRAUSE, Emil: Zwei Novitiiten des Hamburger Stadt-Theater, Musikalisches Centralblatt, ro¢. 2, Leipzig
26.1.1882,¢.4,s. 35.

64) [RICCIUS, August F.]: Zwei Witwen, komische Oper in drei Akten nach dem Bohmischen von Roderich Fels,
Musik von Friedrich Smetana, Hamburger Nachrichten. Abend-Ausgabe, ro¢. 33, 29. 12. 1881, ¢. 308, s. [1].
(In LOWENBACH je uvedeno chybné datum 30.12.1881.)

65) MinnaPeschka-Leutner (1839-1890) - koloraturnisopranistka, vHamburku ptsobilav letech 1876-1883.
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mi dojemny mimo jiné ve scéné soudu. Pani Sucher® ztvdrnila klidnou, trpici povahu Blanche,
jeji jemny vysméch, jeji obcasné vasnivé vibuchy s nenapodobitelnou grdcii jak ve zpévu, tak
i v projevu. [...] Grognardovu drii, kterd varuje ,[laskou] zaslepené manzely* (jako znimd
Figarova drie) pred zenskymi rozmary, by bylo mozné stejné jako jiné pasdze vynechat, byt byla
velmi humornd a pan Freny® ji zpival velmi roztomile.”®® Scéna reziséra Hocka i orchestr pod
Sucherovym vedenim byly Hartmannem hodnoceny jako ambiciézni a cilevédomé, hodny
hamburské scény.®

Premiéry Méstského divadla v Hamburku v sezoné 1881/18827°

1881/1882 Autor/Titul Pocet uvedeni
25.10. Halévy / Der Blitz 11

1.11. Roder / Vera 3
28.12. Smetana / Zwei Witwen 4

5.1 Reinthaler / Das Kithchen von Heilbronn 10
5.2.(prvniuvedeni) |Hofmann/Wilhelm von Oranien 2

11.3. Saint-Saéns / Simson und Delila

1.5. Hagen / Zwei Komponisten oder Ein Schdferspiel in Versailles 1

Mabhler - Pollini

Po roce 1882 se zadna ze Smetanovych oper v repertoaru Méstského divadla v Hamburku
dlouho neobjevila. Zménilo se to az s prichodem Gustava Mahlera (1860-1911), ktery byl
v roce 1891 angazovan jako prvni kapelnik divadla a na této pozici ptsobil do roku 1897.
Hamburk byl posledni zastavkou na jeho cesté ze studii ve Vidni pres angazma v Bad Hallu
(1880), Laibachu (dnes Lublan, 1880-1881), Olomouci (1883), Kasselu (1883-1885), Praze
(1885-1886), Lipsku (1886—1888) a Budapesti (1888-1891) az do jeho funkce reditele viden-
ské Dvorni opery (1897-1907).

Bohaty koncertni a divadelni zivot v Hamburku, zvlasté po odchodu Hanse von Biilow,
vyzadoval pro méstské divadlo silnou dirigentskou osobnost. Pollini ji v devadesatych letech

66) Rosa Sucher (1849-1927) — jedna z prednich pévkyn opery v Lipsku. Vynikla v ilohach Wagnerovych oper.
V roce 1879 byla i se syym manzelem Josefem Sucherem angazovana Méstskym divadlem v Hamburku a od
roku 1888 pisobila v Berliné.

67) Rudolf Freny (1825-1893) — bass-buffo, svou profesni drahu zapocal v roce 1849 jako sborista ve Dvorni
opere ve Vidni, plsobil i v Praze (1855-1858) a Drazdanech (do 1868), poté byl Pollinim angazovan do
Hamburku, kde setrval do roku 1891. K jeho vyraznym rolim patfili Leporello, Figaro, Beckmesser.

68) ,,Frau Peschka-Leutner entwickelte einen liebenswiirdigen Humor, der u. A. in der Gerichtszene sehr
anmuthend beriihrte. Das gehaltene, leidende Wesen der Blanche, ihr feiner Spott, ihre vereinzelten leiden-
schaftlicheren Aufwallungen brachte Frau Sucher unnachahmlich in Gesang und Spiel zum Ausdruck. [...] Die
Arie des Grognard, welche die ,bethérten Enemanner (wie die bekannte Arie des Figaro) vor der weiblichen
Laune warnt, kénnte recht wohl — wie andere Sitze — fehlen, obwohl sie von trefflichem Humor getragen und
von Herrn Freny sehr drollig gesungen ward.“ Viz MEINARDUS, op. cit. v pozn. 59, s. 2.

69) VizHARTMANN, op. cit. v pozn. 57, s. 3.

70) Viz cedule k premiére, Sammelband der Theaterzettel 1881/1882, op. cit. v pozn. 1.
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nasel v osobé Gustava Mahlera.” Za sezonu, ktera obvykle trvala od zari do kvétna, uvedl
Pollini ¢trnact premiér: sedm novinek a sedm novych inscenaci. Vyhovét jeho zbésilému
divadelnimu tempu znamenalo pro Mahlera obrovské pracovni vytizeni, jez zahrnovalo ne-
spocet zkousek a pres sto oddirigovanych vecert za sezonu.”> Mahler mél k dispozici vyni-
kajici profesionalni zazemi, které déle rozvijel. Hvézdami péveckého souboru byli tenoristé
Birrenkoven a Griining, barytonista Demuth, dramaticka sopranistka Mildenburg, altistka
Schumann-Heink, sopranistka Foersterova-Lautererova a basista Vilém Hes$. Orchestr byl
vsak casto pretézovany, proti ¢emuz Mahler protestoval.

Sttedem Polliniho zdjmu byl pévec, vse ostatni bylo jen doplitkem.” Inscenovani ope-
ry se fidilo optimalnim postavenim pévct na jevisti.” Mahler naopak kladl diraz na inter-
akci vsech slozek operniho predstaveni. Pollini mél jako reditel vétsi rozhodovaci pravo-
moc, Mahlerovi zastal hlavni vliv na slozeni orchestru a hudebni nastudovani opernich dél.
Nakonec se spolecna, casto boutliva cesta zdrzenlivého Polliniho a impulzivntho Mahlera
nékolik mésict pred Polliniho smrti rozdélila. Vysledkem triadvacetiletého Polliniho ptso-
beni v ¢ele hamburské divadelni scény byly plné saly a velké zisky. Mél smysl pro objevovani
péveckych talentt i odvahu uvadét nova ¢i nezndma dila.” Jedni jej oznacovali za zachrance
Meéstského divadla a prinos pro kulturni hambursky Zivot,” pro druhé byl jednim z velkych
nic¢iteld uméni.”” Hamburska léta znamenala pro Mahlera obdobi umeéleckého rozvoje, na

Béhem putisobeni v Hamburku Mahler fidil pfedevsim opery Wagnerovy, Mozartovy
a Beethovena. K operdm, které ¢asto dirigoval, pattily také Der Freischiitz (Carostielec) Carla
Marii von Weber a Hinsel und Gretel (Pernikova chaloupka) Engelberta Humperdincka.
Kromé toho uvedl na hamburskou scénu ctyti Smetanovy opery — Prodanou nevéstu, Dvé
vdovy, Hubic¢ku a Dalibora. Vztah ke Smetanovym operam Mahler ziskal za svého poby-
tu v Praze, v poloviné osmdesatych let, kdy ptisobil v Kralovském zemském némeckém
divadle (1885/1886).” Dokladaji to jeho slova, kterd napsal na prelomu cervna a cervence
1886 z Prahy rediteli divadla v Lipsku Maxi Staegemannovi: ,Mimochodem, nékolikrdt jsem
tu byl v ¢eském Ndrodnim divadle a slysel nékteré véci od Smetany, Glinky a Dvordka atd.,

71) Pollini oslovil Mahlera jiz v roce 1886. Viz Mahler Friedrichu Léhrovi, dopis z 25. 12. 1886, viz BLAUKOPF,
Herta: Gustav Mahler Briefe, Paul Zsolnay Verlag, Wien — Hamburg 1982, s. 59.

72) S poctem 277 predstaveni, z nichz 142 dirigoval Gustav Mahler, vede sezéna 1894/1895. Viz WENZEL, op.
cit. vpozn. 3,s.79.

73) Setiilo se, kde se dalo — stejné kulisy a kostymy se ¢asto pouzivaly v nékolika riiznych inscenacich.
Napriklad v opere Krdlovna ze Sdby byly pouzity dekorace z opery Kouzelnd flétna. Viz PFOHL, Ferdinand: Aus
Gustav Mahlers Hamburger Zeit, Die Musikwelt 1,1920/1921, s. 11-14.

74) Za inscenace byl zodpovédny vrchni rezisér Franz Bittong. Mahler se s nim v uméleckych zélezitostech
Casto rozchazel.

75) Obliba soudobych dél byla v 90. letech 19. stoleti zvlasté velka.

76) KRAUSE, Emil: Der Hamburger Staat und das Hamburger Stadttheater, in: Intendanz des Stadttheaters
(Hrsg.), Hundertjahrfeiern Hamburger Stadttheater, Hamburg — Leipzig — Stuttgart 1927, s. 117.

77) WEINGARTEN, Felix: Lebenserinnerungen, Wien — Leipzig 1923, s. 419.

78) V sezdné 1885/1886 se na jevisti Narodniho divadla hraly Hubicka, Libuse a Prodand nevésta (viz www.
archiv.narodni-divadlo.cz).
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a musim priznat, ze zvldsté ten prvni mi pripadd velmi pozoruhodny. I kdyz se jeho opery
nikdy nebudou moci stdt soucdsti repertodru v Némecku, stdlo by prinejmensim za namahu
vzdélanému publiku, jako je to lipské, predstavit tak zcela origindlniho a svébytného hudebni-
ka."”® Mahlertuv tzky vztah k ¢eské opere pokracoval i za jeho pusobeni ve Vidni.®

Prehled oper nejcastéji dirigovanych Gustavem Mahlerem
v méstskych divadlech v Hamburku a Altoné (1891-1897)%

Autor e Pocet predstaveni Pocet predstaveni Celkem
Stadttheater Hamburg | Stadttheater Altona
1| Wagner Tannhduser 66 - 66
2 | Humperdinck | Hdnsel und Gretel 37 15 52
3 | Beethoven Fidelio 31 10 41
4| Smetana Die verkaufte Braut |27 10 37
5 | Wagner Die Walkiire 33 - 33
6 | Weber Der Freischiitz 24 10 34
7 | Wagner Siegfried 30 - 30
8| Wagner Die Meistersinger 32 - 32
9 | Mozart Die Zauberflote 22 7 29
10 | Mozart Don Giovanni 26 2 28

Smetanovy opery za Mahlerovy hamburské éry a ohlasy v tisku

Prodand nevésta

»1oto tiiaktové dilo — komickd opera — se vyznacuje ladnou prirozenosti, jiz nalezneme
jen u Mozarta, Boieldieua, Gerolda® [sic!] a dalsich starsich mistrii. Neni v ném Zddnd
Wagnerova rafinovanost prodlev ani divoké, ndsilnické bésnéni mladsich Italii; odusevnéle,
intimni melodie, jak je lidovd duse citi a vnimd, k ndam proudi jako cinkot stribrnych zvonkii

z tiché lesni mytiny."*

79) ,,Ubrigens war ich hier einige Male im bohmischen Nationaltheater und habe mir manches von Smetana,
Glinka und Dworzak usw. angehort, und muls gestehen, da® mir besonders ersterer sehr bemerkenswert
scheint. Wenn seine Opern in Deutschland auch nie Repertoire werden konnen, so ware es doch immerhin
der Miihe wert, einem gebildeten Publikum, wie das Leipziger ist, einen so durchaus originellen und ur-
spriinglichen Musiker vorzufiihren. Viz WILLNAUER, Franz: Gustav Mahler. Verehrter Herr College! Briefe an
Komponisten, Dirigenten, Intendanten, Zsolnay-Verlag, Wien 2010, s. 58.

80) Smetaniv Dalibor byl prvni operni novinkou, kterou Mahler dirigoval jako novy kapelnik videnské
Dvorni opery nékolik dni pred svym oficidlnim jmenovanim feditelem. Premiéra se konala 4. fijna 1897. Viz
WILLNAUER, Franz: Gustav Mahler und die Wiener Oper, Wien 1993, a BLAUKOPF, Kurt: Gustav Mahler und die
Tschechische Oper, Osterreichische Musikzeitung, ro¢. 34,1979, ¢. 6, s. 285-288.

81) Viz Sammelbdnde der Theaterzettel 1891-1897; viz SCHABBING, op. cit. v pozn. 32, s. 189; MARTNER,
Knud: Mahler im Opernhaus. Eine Bilanz seiner Biihnentatigkeit 1880-1910, in: Neue Mahleriana, Peter Lang AG,
Internationaler Verlag der Wissenschaften, 1997.

82) Minén Louis Joseph Ferdinand Hérold (1791-1833) — francouzsky skladatel, autor dvacitky oper, svého
Casu byla velmi oblibena jeho opera Zampa.

83) ,,Das dreiaktige Werk — komische Oper — ist von einer so anmutigen Natiirlichkeit, wie man sie nur bei ei-
nem Mozart, Boieldieu, Gerold und anderen alteren Meistern zu finden vermag. Da sind nicht jene orgelpunkti-
schen Tiifteleien eines Wagner und nicht der wilde gewaltige Taumel der jiingeren Italiener; seelenvoll innige
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Mezi lety 1894-1896 byl Hamburk svédkem jakéhosi malého smetanovského operniho
festivalu, pfi némz byla uvedena hned ¢tyfi skladatelova dila. Prvni operou, kterou se Mahler
rozhodl hamburskému publiku predstavit, byla Prodand nevésta.** Po Smetanové smrti za-
¢al o uvadéni skladatelovych oper jednat Pollini se skladatelovym zetém Josefem Schwarzem
jako zdstupcem dédict.* Na konci roku 1893 béhem priprav premiéry se obritil i na reditele
Nérodniho divadla Frantiska A. Suberta s dotazem na podobu baletu v inscenaci Prodané
nevésty v Praze a zadal ho, aby mu poskytl zdznamy choreografie vytvorené Augustinem
Bergerem.®® Subert v$ak jimi nedisponoval.¥” Premiéra se uskutecnila v piekladu Maxe
Kalbecka 17. ledna 1894 v Méstském divadle v Hamburku v tomto obsazeni:*

Krusina, sedlak — Sigmund Szengery

Katinka, jeho zena (Ludmila) — Ernestine Schumann-Heink
Marie, jejich dcera (Marenka) — Berta Foersterova-Lautererova
Micha, statkar — Josef Grohmann

Agnes, jeho zena (Héta) — Hedi Felden

Wenzel, jejich syn — Fritz Weidmann

Hans, Michtv syn z prvniho manzelstvi — Heinrich Botel
Kecal, snatkovy dohazova¢ — Josef Arden

Springer, principal kocovnych umélcti — Ludwig Auspitz
Esmeralda, tanecnice — Josefine von Artner

Mutff, komediant prevleceny za indidna — Henry Meyer

Prodand nevésta byla jedinou operou pod Mahlerovym hudebnim vedenim, kterou
v Méstském divadle v Hamburku neinscenoval vrchni rezisér Franz Bittong.** Rezie se ujal
feditel videnské Dvorni opery a Polliniho pritel Franz von Jauner.”® Choreografii pripravil
Alfred Oehlschlager. V sezoné 1893/1894 se uskutecnilo celkem dvaadvacet predstaveni
(patnact v Méstském divadle v Hamburku a sedm v Altoné). Roli Kecala v hamburské pre-
miéie ztvarnil hostujici Josef Arden z Méstského divadla v Brémach.” Uloha Matenky byla
svéfena sopranistce Berté Foersterové-Lautererové.”

Melodieen, wie sie die Volksseele fiihlt und empfindet, quellen uns gleich klingenden Silberglockchen aus stiller
Waldheid’ entgegen.” —se.: Hamburger Stadt-Theater, Hamburger Echo, roC. 8, ¢. 17, ro¢. 8,21.1.1894, 5. [2].
84) Mahler operu znal jiz ze svého piisobeni'v Praze v poloviné osmdesatych let 19. stoleti.

85) Viz korespondence ve Fondu nenotovych rukopist a tiskii (NM-MBS, sign. W 10/21, W 11/28-29).

86) Pollini Subertovi, dopis z 26. 12. 1893, Hamburg (NA, fond Archiv Narodniho divadla, sign. D 211/45).

87) Subert Pollinimu, dopis z 28. 12. 1893, Praha (NA, fond Archiv Ndrodniho divadla, sign. D 190/162).

88) Viz cedule k premiére, viz Sammelband der Theaterzettel 1893/1894.

89) Franz Bittong (1842-1904) — séfrezisér, do Hamburku prisel v roce 1876 nejprve do divadla Thalia, pred-
90) Franz Jauner (1831-1900) — rakousky herec, vystupoval v Hamburku a Drazdanech. V letech 1872-1878
ved| Carltheater ve Vidni a od roku 1875 byl reditelem videnské Dvorni opery.

91) V prvni reprize zpival Kecala Heinrich Wiegand, v dalSich reprizach potom Julius Grosser. Roli Michy ve
vétsiné repriz ztvarnil Mathieu Lorent.

92) Berta Foersterova-Lautererova (1869-1936) — Ceska sopranistka, prvni manzelka skladatele Josefa
Bohuslava Foerstera. V roce 1893 ji Gustav Mahler angazoval do Méstského divadla v Hamburku, kam se
oba manzelé Foersterovi docasné prestéhovali. Po Mahlerové odchodu do Vidné se v roce 1901 stala ¢lenkou
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Prodand nevésta zaznamenala uspéch.” [ e, St ST
Kritik Ferdinand Pfohl se pozastavoval nad |
tim, ze opera vznikla v roce 1866, v dobé¢,
ktera predstavovala vrchol Meyerbeerova
uméni efektd, a ze v obdobi této ,nejsmysl-
néjsi operni rafinovanosti, okdzalosti, prdzd-
ného patosu a frivolniho vysméchu umélec-
kym idedliim™* se zrodilo dilo tak naivni,
jednoduché, neokazalé a prirozené. Z hu-
debnich cisel vyzdvihoval narodni tance:
sStriwjici” polku ve findle 1. déjstvi a ,bujary*
furiant, které cerpaji inspiraci ptimo z ,nd-
rodnich ceskych vyjadrovacich prostiedkii’,
a Kecalovu arii ,Znam jednu divku, ta ma
dukaty” povazoval za nejvyraznéjsi hudebni
¢islo opery. Dvéma hlavnimi atributy ces-
kého hudebnika jsou podle Pfohla klarinet
a housle. Ty dodavaji instrumentalnimu

zvuku Smetanova orchestru jeho specificky

B
cesky charakter, ktery je nejpatrnéjsi v zivéj- L TSLCLEL g esiomgrondg B
& BRI W LEEHGERS

sich vétach.”

Pro Josefa Sittarda je psychologicky za-
jimavé, ze Smetana jako priznivec hudby
Berlioze, Liszta, Wagnera napsal operu

S - 8 o
Berta Foersterova-Lautererova (1869-1936)
Photograph, E. Bieber, Hamburg, 1895 /
Fotografie, E. Bieber, Hamburk, 1895
NM-CMH-MBS inv. no. / inv. ¢. 9672

s tak ,svézimi, dojemnymi, do srdce proni-

kajicimi melodiemi, které postrdadaji jakykoliv prehnany patos"®® Zvuk orchestru prirovnava
k Mozartovym partituram.”” K, pitsobivé, chytré, hlucné, rabulistické, jednou hartusivé ener-
gické, jindy flétnové sladké” postavé Kecala kritik Pfohl podotkl, Ze ,od dob Lortzingovych®®

videnské Dvorni opery. V Hamburku zpivala Marenku, Anezku i Vendulku, dale Elsu (Lohengrin), Mafenku
(Pernikovd chaloupka) nebo Sieglindu (Valkyra).

93) Pollini a Jauner zaslali 18. 1. 1894 F. A. Subertovi telegram: ,smetana grossartigster erfolg prachtvolle auf-
fuerung, gruesse von pollini und jauner®/ ,,Smetana nejvétsi uspéch, velkolepy vykon, pozdrav od Polliniho
aJaunera“ (NA, fond Archiv Narodniho divadla, sign. D 211/48).

94) ,,[...] des sinnlichsten Opernraffinements, des Pompes, des hohlen Pathos und der frivolen Verhéhnung
der Kunstideale einem Opernbuche [...]“ PFOHL, Ferdinand: Stadt-Theater. ,,Die verkaufte Braut, Hamburger
Nachrichten, Abend-Ausgabe, roc. [46],18.1.1894, ¢. 14, s. [1] (dale PFOHL 18. 1. 1894).

95) Tamtéz.

96) ,,[...] frischen, riihrenden, zu Herzen bringenden Melodien denen jedes aufgebauschte Pathos fehlt [...]*
SITTARD, Josef: Feuiletton. Stadt-Theater, Hamburgischer Correspondent, Mittags-Ausgabe, ro¢. 164, 18. 1.
1894, ¢.43,s. 5 (ddle SITTARD 18.1.1894).

97) Tamtéz.

98) Albert Lortzing (1801-1851) — némecky hudebni skladatel, dirigent, herec a pévec. Plsobil ve Vidni,
Lipsku a Berliné. Psal singspiely a komické opery. Jeho opery prekypujiv kupletech i lyrickych driich bohatstvim
srdecnych melodii a neskryvanou autorovou sympatii k postavdm obycejnych lidi. Jeho dodnes uvadénymi
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nebyl v opere k vidéni podobné dokonaly typ buffo"® Pévecky vykon Heinricha Botela
v roli Jenika Pfohl zhodnotil jako ne vzdy cisty a jeho vyraz jako malo Zivy. Marenka Berty
Foersterové-Lautererové byla velmi ptivabna a pritazliva a v jejim hlase se ozyvaly ,teplé,
srdecné tony”. V nékterych nize polozenych mistech se vak nemohla zbavit vibrata. Vyprava
odpovidala charakteru opery a byla ,malebnd“.'* Sittard vénoval pozornost vykonu Fritze
Weidmanna v tloze Vaska, ktery vyzadoval ,decentni herectvi. Jakdkoliv premira v charakte-
ristice tohoto notorického koktavce by vedla k frasce, karikature™ Weidmann se svého neleh-
kého tkolu zhostil podle tohoto recenzenta na vybornou a sklidil opakovany potlesk publika

zvlasteé proto, jak virtudzné predvadel obtizné koktdni.'**

Predehra pod Mahlerovym vede-
nim, ktera byla srovnavana s ouverturou ke Kouzelné flétné, byla podle Pfohla provedena
.S elektrizujicim rytmem a ohnivym eldnem" ! Carl Armbrust oznacil Prodanou nevéstu za
idedl komické opery s melodickou, rytmicky i harmonicky zajimavou hudbou, v niz nechybi
ani scény ,/luboce dojemného vyrazu“'** K vykonu Josefa Ardena uvedl Foerster, Ze pre-
nesl razovitou ¢eskou postavu Kecala ,v ovzdusi lortzingovsko-auberovské” a svévolné ménil
Smetanovu notaci.'””

Za Mahlerova ptisobeni v Hamburku se Prodand nevésta stala pravidelnou soucasti re-
pertodru. Pri svém nastupu do angazma v sezoné 1894/1895 prevzal roli Kecala cesky ba-
sista Vilém Hes,'*® jenz pravé touto roli okouzlil dva roky predtim Viden, kdyz jesté j
¢len prazského Narodniho divadla t¢inkoval na Mezindrodn{ hudebni a divadelni vystave,
a otevrel si tak cestu ke svétové kariére. Poprvé jej v Hamburku zpival 4. zaii 1894. ,Jeho
Kecal byl tim nejvérnéjsim portrétem dohazovace, skutecny origindl, [...] a svim milym, obcas
trochu trpkym humorem primél srdce i dusi publika k smichu. Velmi silny slovansky prizvuk,
s nimz se tento Kecal dorozumival se svym okolim, dobre odpovidal duchu role a propiyjcil

velmi charakteristicky rdz jeho mistrovskému hereckému ztvdrnéni."'” V kritickych ohlasech

operami jsou Car a tesar (1837), Pytldk (1842) a Undine (1845). Postava purkmistra van Betta z Cara a tesare je
jednim z nejcistsich buffo charakterd. Byl vzorem pro Smetanova Kecala.

99) ,,Seit Lortzing hatte man keinen dhnlich vollendeten Buffotypus mehr in der Oper gesehen.“ Viz PFOHL
18.1.1894, op. cit. v pozn. 94.

100) Tamtéz.

101) ,,[...] einen decenten Darsteller. Jedes UebermaR in der Charakterisirung dieses senilen Stotterers fiihrt
zur Posse, zur Carricatur.“ Viz SITTARD 18. 1. 1894, op. cit. v pozn. 96.

102) Tamtéz.

103),,[...] mit elektrisirender Rhythmik und feurigem Schwung [...] F. Pf. [PFOHL, Ferdinand]: Stadt-Theater,
Hamburger Nachrichten, Abend-Ausgabe, roC. [46], 5.9.1894, ¢. 209, s. [1] (dale PFOHL 5. 9. 1894).

104) ARMBRUST, Carl: Feuilleton. Stadt-Theater. (,,Die verkaufte Braut*), Hamburger Fremden-Blatt, Abend-
Zeitung, roc. 66,18.1.1894, ¢.15, 5. [9].

105) Viz FOERSTER 1894, op. cit. v pozn. 6.

106) Vilém Hes (1860-1908) — Cesky basista. Z Narodniho divadla v Praze odesel do Méstského divadla
v Hamburku a roku 1896 se stal sélistou Dvorniho divadla ve Vidni.

107) ,,Sein Kezal war das getreueste Conterfei des Heirathsvermittlers, ein Original, [...] und mit seiner Fiille
von kostlichem, gelegentlich etwas herben Humor, dem Zuschauer Herz und Seel zum Lachen zwang. Schon
der eigentliche stark slavische Accent, mit dem dieser Kezal seiner Umgebung sich verstandlich machte,
stimmte unvergleichlich mit dem Geiste der Rolle iiberein und gab ihrer iibrigens meisterhaften schauspiele-
rischen Ausgestaltung ein sehr characteristisches Colorit.“ Viz PFOHL 5. 9. 1894, op. cit. v pozn. 103.
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se objevovaly vytky na opakovani hudebnich ¢isel v ramci predstaveni, ktera jsou vhodnd
tak na koncertech, ne vsak v ramci jevistniho provedeni. Od roku 1896 se Prodand nevésta
hrala pod taktovkou i dalsich dirigentti — Karla Pohliga, Williama Eichela a Carla Gilleho.
Od roku 1894 do Mahlerova odchodu z Hamburku v roce 1897 se odehralo celkem ¢tyticet
seznamili, a tak se hamburské predstaveni stalo vzorem pro celou radu velkych némeckych
divadel, ktera potom Prodanou nevéstu na svych scénach uvedla.
Dvé vdovy
V nasledujici sezoné Mahler uvedl hned dvé Smetanovy opery — Dvé vdovy a Hubicku.
Pollini se znovu obratil na Suberta na podzim 1894, tentokrat s prosbou o zaptij¢eni ¢eského
klavirniho vytahu Dvou vdov.'* Jak jsem uvedla vyse, od jejiho prvniho hamburského uvede-
nivroce 1881 prosla némecka podoba opery vyvojem. Premiéra ,v nové uprave®, v niz déj byl
prelozen do prvni tetiny 19. stoleti na zdmek Rosenberg v Cechdch a postavy dostaly opét
novd jména, se konala 15. listopadu 1894 v Méstském divadle v Hamburku v tomto obsazeni
(bez uvedeni autora dpravy i prekladu):'’

Heinrich, svobodny pan z Budova (Ladislav Podhajsky) — Heinrich Botel

Carla, hrabénka Rosenbergovd, jeho sestra, vdova (Karolina) — Josefine von Artner

Vilma z Budova, jeho nevésta, vdova po jeho starsim bratrovi (Anezka) — Berta

Foersterova-Lautererova

Peter, hajny ve sluzbach hrabénky Rosenbergové (Mumlal) — Vilém Hes

Minka, pokojska, ve sluzbach hrabénky Rosenbergové (Lidka) — Sophie Traubmann

Jean, Heinrichav podkoni (Tonik) — Fritz Weidmann

Celkem se uskutecnila tii predstaveni, vsechna byla odehrana v listopadu 1894. V kritic-
kych ohlasech se opakoval nazor, ze Dvé vdovy trovné Prodané nevésty nedosahuji. Ostra
kritika mifila pfedev$im na libreto vyznacujici se podle kritika Rudolfa Philippa ,zatuchlou
salonni poezii a mdlo ryzim humorem" M Text povazoval za ,zcela konvencéni a prvopldanové
divadelni” a sablonovité postavy mu byly povédomé z mnohych jinych divadelnich kust.
Referentovi chybéla v dile opravdova komika — v$e bylo podle néj ,pritazené za viasy” a na-
vrhoval ,,bezvyznamny” déj sloucit ze tii do jediného déjstvi. Smetanovu hudbu vnimal jako
s.aristokraticky graciézni, jasnou a melodickou”, ale zfidkakdy origindlni.'

Ke vhodnosti zkraceni se vyjadril i Carl Armbrust. Dlouhd podle néj byla Vilmina sélo-
va scéna a tento ,srdcervouct vylev narikajici vdovy” ptsobil inavné a oslaboval ptsobivost
zavérecného Allegra. Opera mu pripadala ponékud ,zastarald” a ptipominala ,Halévyho
,Blesk; Mozartovu ,Cosi fan tutte ¢i Lortzingova ,Pytldaka:” Toto hodnoceni se ale viibec ne-
vztahovalo na hudbu samotnou, kterd ,zustdvad vzdy zivd, jiskrivd, s hlubokym mladistvym

108) Pollini Subertovi, dopis z 9. 10. 1894 (NA, fond Archiv Narodniho divadla, sign. D 211/47).

109) Viz cedule k premiére, viz Sammelband der Theaterzettel 1894/1895.

110) ,,[...] abgestandenen Salonlyrik und wenig echtem Humor [...] R. Ph. [PHILIPP, Rudolf]: Theater und
Musik. Zwei Wittwen, General-Anzeiger, 1. Beilage, roC. [7], 17. 11. 1894, ¢. 270, s. [5] (dale PHILIPP 17. 11.
1894).

111) Tamtéz.
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vyrazem a uslechtilosti a jen jednou se priblizi burlesce, a sice ve scéné sluhy na zacdatku tie-

«

tiho déjstvi‘* Smetanu zde Armbrust srovnaval s ,mistrem lidového humoru Heinrichem

13

Marschnerem,™ jehoz Zivé, temperamentni lidové scény ve Vampyrovi‘ a ,Hansi Heilingovi‘

mohly slouzit ceskému mistrovi jako vzor [...] ™

Podle Philippa z hudebnich ¢isel vynikala arie Carly (,Samostatné vladnu ja“) z prvniho
déjstvi. Naopak v duetu Vilmy a Heinricha i ve Vilminé arii Smetana ,nebyl schopen tviirciho
vzletu"™ Pro referenta Josefa Sittarda hudebni invence dila s kazdym dalsim aktem ochabo-
vala. Skladateli vytykal ndhlé pretrhavani melodické linky prechazenim do mluveného slova.
Z hudebniho hlediska podle néj Smetana uchvacuje tam, kde se pohybuje na ptidé lidové
hudby, kde se ale chce projevit jako dramatik, tam selhava. Sittard za jedno z nejlepsich hu-
debnich ¢isel opery povazoval skvéle vystavéné finale druhého jednani. Treti déjstvi bylo
pro néj ,vyprahlou stepi”, kde si ani v pfipadé humorného vystupu Petera, Jeana a Minky
Smetana nevédel rady."®

Predehru povazoval Ferdinand Pfohl ,za slaby kus®, naopak jedine¢na mu pripadala les-
ni atmosféra, kterou vykreslily dechové nastroje: ,,[...] zatimco basy mysticky pluji na hilubo-
kém E, jak okouzlujici je malé fugato: kdyz viola zvysi sviij tlhumeny hlas, pak si opravdu myslite,
zZe slysite Sumeéni lesniho pramene, jenz se ztrdaci v mechu."’ Vykon Josefiny Artner® hodnotil
Armbrust zdrzenlivé: Nebyla to zadnd hrabénka, byl to komorni ky¢, ktery i ta nejjemnéjsi
a nejptivabnéjsi hudebni ¢isla poznamenal operetnim zanrem. , 70 nebyla zddnd hrabénka,
ale dovddivda komornd, kterd i tém nejjemnéjsim a nejpivabnéjsim hudebnim cisliim vtiskla
punc operety.“'" Zabyval se i myslenkou, zda by inscenaci neprospéla vyména roli mezi Artner

a Traubmann, ktera zpivala Minku. Velmi ocenil vykon Viléma Hese jako Petera.'

112) ,[...] stets sprudelnd, prickelnd, von tiefer Junnigkeit des Gefiihls und vornehm bleibt und nur einmal
das Burleske streift, nimlich in der Dienstbotenscene zu Beginn des dritten Actes.” ARMBRUST, Carl: Stadt-
Theater. (,,Zwei Wittwen®), Hamburger Fremden-Blatt, Abend-Zeitung, ro¢. 66, 16. 11. 1894, ¢. 270, s. [5-6]
(dale ARMBRUST 16. 11. 1894).

113) Heinrich Marschner (1795-1861) — némecky rané romanticky hudebni skladatel. Je povazovan za jedno-
ho z nejvyznamnéjsich némeckych opernich skladatelti obdobi mezi C. M. von Weber a R. Wagnerem.

114) ,,Hier ist Smetana direct dem Meister des Volkshumors, Heinrich Marschner, vergleichbar, dessen le-
bensvoll sprudelnde Volksscenen im Vampyr‘ und ,Hans Heiling dem béhmischen Meister zum Vorbild ge-
dient haben mégen [...].“ Viz ARMBRUST 16. 11. 1894, op. cit. v pozn. 112.

115) Viz PHILIPP 17.11. 1894, op. cit. v pozn. 110.

116) SITTARD, J: Stadt-Theater, Hamburgischer Correspondent, Mittags-Ausgabe, ro¢. 164, 16. 11. 1894,
¢.810,s.5-6.

117) ,,[...] wahrend die Bisse auf ihrem tiefen E mystisch dahinsammen, wie reizvoll wirkt das kleine Fugato:
wenn die Viola ihre gedampfte Stimme erhebt, dann meint man wahrhaftig das Murmeln eines im Moos sucht
dahinsickernden Waldquelle zu horen.” F. Pf. [PFOHL, Ferdinand]: Stadt-Theater, Hamburger Nachrichten,
Abend-Ausgabe, roc. [46],16.11. 1894, ¢. 271, s. [1].

118) Josefine von Artner (1869-1932) — rakousko-némecka sopranistka, rodacka z Prahy. Debutovala v roce
1885 v Lipsku. Poté plsobila ve videniské Dvorni opere a v Méstském divadle v Hamburku.

119) ,,Das war keine Gréfin, das war ein Kammerkatzchen, das selbst die feinsten graciosesten musicalischen
Nummern zum Operettengenre stempelte.” Viz ARMBRUST 16. 11. 1894, op. cit. v pozn. 112.

120) Tamtéz.
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Hubicka

»[Smetanovo] nejlepsi operni dilo ,Hubicka; tak jednotné, poetické, jehoz ukolébavka sama
0 sobé stoji za tucet modernich partitur — to vse jsou pro nds neobjevené poklady. Na hla-
diné plavou morské rasy prindsejici tak vnitiné nepravdivé véci a pod ni se skryvaji perly
Corneliovy, kordly Smetanovy.“*

Podle Foerstera nejvice ze Smetanovych oper zaujala Mahlera pravé Hubicka. Mistrovsky
vystavéné prvni jednani srovnaval s prvnim déjstvim Wagnerovy Valkyry. Velmi ocenoval vy-
stup paseraku a , Skiivanci pisen” Barce.'? Premiéra Hubicky se uskute¢nila v prekladu Ludwiga
Hartmanna'? 20. unora 1895 v Méstském divadle v Hamburku v tomto obsazeni:'*

Fedor Zarkow, sedlak (Paloucky) — Vilém Hes

Marinka, jeho dcera (Vendulka) — Berta Foersterova-Lautererovd
Hanno, mlady vdovec (Lukas) — Wilhelm Griining

Janus, Hannav $vagr (Tomes) — Wilhelm Dorwald

Brigita, Marin¢ina piibuznd (Martinka) — Ernestine Schumann-Heink
Klara (Clara), sluzebna u Zarkowa (Barce) — Josefine von Artner
Steffan, viidce paseraka (Matous$) — Mathieu Lorent

Hubicka se hrala pouze v sezoné 1894/1895 a celkem se uskutecnilo $est predstave-
ni. Recenzent Rudolf Philipp nepovazoval milostny nameét opery ,prekypujici naivitou* za
$patny, ale jeho rozvinuti pokladal za ,neobratné” a vhodné pro jednoaktovku, nikoliv pro
dvouaktovy kus. Hudba podle néj obsahuje zajimavé prvky, jako celku ji ale chybi presvedci-
vost a podmanivost, zde ,Smetanova genialita zdri jen matnym leskem"”**> Z hudebnich cisel
Carl Armbrust vyzdvihoval Marinc¢inu ukolébavku, ,Skiivanci pisen Clary a za mistrovsky
oznacil lesni duet mezi Hannem a Janusem. Hudba puisobila ,osvézujicim a vysoce stimuluji-
cim dojmem a vynahrazuje nedostatek akce* Pro Ferdinanda Pfohla méla Smetanova hud-
ba ,slovansky rdz", ktery ji propujc¢il mékkost, vlidnou naladu, jejiz veselost je podbarvena
melancholii, jez mze ,preriist az k sentimentdlnosti, nicméné dilem prostupuje jako parfém

vonici nékdy silnéji, jindy slabéji’*” Paserackd scéna z druhého jednani posluchace zaujala

121) ,[Smetanas] bestes Opernwerk, der so einheitliche, ganz in Poesie getauchte ,Kul, dessen Wiegenlied
allein ein Dutzend moderner Partituren aufwiegt — Alles das sind ungehobene Schatze fiir uns. An der
Oberflache schwimmen der Tang so vielen innerlich Unwahren, das Seegras der Netzler aller Nationen und auf
dem Boden ruhen die Perlen eines Cornelius, die Korallen Smetana.“ H. Ch.: Feuiletton. Stadt-Theater (,,Die ver-
kaufte Braut”), Hamburger Fremden-Blatt, Abend-Zeitung, roc. 72, 30. 5. 1900, ¢. 124, zweite Beilage, s. [9].
122) Viz FOERSTER 1939, op. cit. v pozn. 6, s. 49.

123) Ludwig Hartmann (1836-1910) — némecky skladatel a hudebni kritik, zak Franze Liszta. Zastance oper
Richarda Wagnera a propagator Smetanovych dél, s nimz se v srpnu 1882 i osobné seznamil. Do némciny
prelozil libreta Hubicky a Libuse.

124) Viz cedule k premiére, viz Sammelband der Theaterzettel 1894/1895.

125) ,,[...] der Genius Smetana’s leuchtet nur in mattem Glanze [...]“ PHILIPP, Rudolf: Theater und Musik. ,,Der
Kuf3, General-Anzeiger, roc. [8], 22. 2. 1895, ¢. 45, s. [3].

126) ,,[...] erquickend und im hohen Grade anregend und entschadigt fiir die mangelnde Handlung [...]“
ARMBRUST, Carl: Feuilleton. Stadt-Theater. (,,Der Kuf$*), Hamburger Fremden-Blatt, Abend-Ausgabe, roc. 67,
22.2.1895, ¢. 44, zweite Beilage, s. [9].

127),,[...] bis zur Sentimentalitadt heranreift, aber dennoch sich wie ein bald starker bald schwicher duftendes
Parfum durch des Werk hinzieht. PFOHL, Ferdinand: Stadt-Theater. Zum ersten Male: ,,Der Ku“, Hamburger
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wsvym koloritem — fagoty a pizzicata basii — a strhujici, realistickou silou jejiho popisu”'*
Pfohl ji prirovnal k paseracké scéné z Bizetovy Carmen.'”

Berta Foersterova-Lautererova méla podle Pfohla v l'lloze Marinky problémy ve vysoké po-
vykreshl mistrné. Skvélé vykony podali i Wilhelm Griining jako Hanno a Wilhelm Dorwald
v roli Januse. Ernestine Schumann-Heinkova™® vdechla do staré baby korenarky a paseracky

silnou individualitu. Za brilantni oznacil vykon Josefiny Artnerové v tloze Clary.*!

Dalibor
Kuvedeni Dalibora udélili Smetanovi dédicové

fediteli Pollinimu préavo na deset let. Smlouva W 6“!“-%00167

. . o . . o
platila pro némecka divadla za nasledujicich _-al-* el

podminek: za pravo k uvedeni opery v diva- sl

dlech, kterd byla pod jeho spravou, platil feditel @ a [ t b o to

Pollini 4 % hrubych pifjma véetné podilu pred- Oper in 3 Witen von ofef Dentiche Biibuen:

platitelt; dédicam 66 % (jako tantiémy nebo mm:a m&nﬁ ey %ﬁn gm?n?ms S

honorare), 33 % ztstavalo rediteli Pollinimu.!*2 muzfun?m?}"&: “ﬁ'éﬂﬁf'..““ @nm m’mﬁ

Premiéra v prekladu Maxe Kalbecka™ se g:'blwzi;m Wﬂhbﬂﬂnﬂr i §E %’Eﬁv?rmm

konala 11. tnora 1896 v Méstském divadle g,'",‘,'i% nmﬁ.'lﬁ'ﬁ;;_:;.;.::: §: e

v Hamburku v tomto obsazeni:'** "'“%nmm"'“ o lezereii %s:} b, Dilbenburg
Vladislav, cesky kral — Wilhelm Dorwald gm";.- Ay e
Dalibor — Wilhelm Birrenkoven ki oo
Budivoj, velitel straze — Wilhelm Vilmar R i Ll | ‘1'1“[“““’“"
Vrchni soudce — Mathieu Lorent st "‘&ﬁ:’:ﬂﬁ,;:‘;‘“ Bﬁ'},","” il
Benes, zalarnik — Vilém Hes i ﬁ?:.m':ﬁm 1\;;"?: g‘b‘d:tnq;:m?;gznuub -

Vitek, Dalibortv posel — Georg Ungar
Milada. sestra zavrazdéného purkrabiho Playbill of the premiere of Dalibor, 11 Feb. 1896 /
’ p Cedule premiéry Dalibora, 11. 2. 1896
— Anna von Mildenburg Sammelband (1895/1896) der Theaterzettel des
Hamburger Stadttheaters, in: Theatersammlung

der Staats- und Universitdtsbibliothek Hamburg
Josefine von Artner Carlvon Ossietzky

Zdenkuv duch — Laura Genée

Jitka, dévce na Daliborovych statcich —

Nachrichten, Abend-Ausgabe, roc. [47], 21. 2. 1895, ¢. 45, s. [1] (ddle PFOHL 21. 2. 1895).

128) ,[...] durch ihr Colorit — Fagotte und Pizzikati der Basse — und durch die packende realistische Kraft ihrer
Schilderung[...]“ Tamtéz.

129) Tamtéz.

130) Ernestine Schumann-Heink (1861-1936) — rakouska altistka, rodacka z Prahy. V roce 1883 byla anga-
zovana do Méstského divadla v Hamburku, kde ptisobila az do r. 1897. K jejim stézejnim rolim patfily Carmen
a Ortruda (Lohengrin).

131) Viz PFOHL 21. 2. 1895, op. cit. v pozn. 127.

132) Smlouva ze dne 27. ledna 1887, Praha (NM-MBS A 239).

133) Max Kalbeck (1850-1921) — némecky spisovatel, kritik a prekladatel. Stal se jednim z nejvlivnéjsich kriti-
ki v Rakousku. Do némciny prelozil Smetanovu Prodanou nevéstu a Dalibora.

134) Viz cedule k premiére, viz Sammelband der Theaterzettel 1895/1896.
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Celkem byla odehrana ¢tyfi predstaveni, véechna v unoru 1896. Smetanova tvorba je
podle Josefa Sittarda nejvyraznéjsi tam, kde ¢erpa z ,pramene ndarodnich lidovych ndapévii”.
V Daliborovi si Smetana chtél vyzkouset, zda obstoji i jako dramatik. V této zkousce podle
pisatele vsak neuspél — v cesté mu stélo libreto. Z hudebniho hlediska: ,Dalibor obsahuje
scény, které nds osliuji svou hudebni krdsou, rozeznivd tony, které musi rozechveét kazdé srdce,

a orchestr doslova zpivd, ze mu clovék musi naslouchat s velkou chuti.*

Velmi kriticky se
k libretu Josefa Wenziga v Kalbeckové prekladu vyjadril Rudolf Philipp, ktery ho oznacil za
WIS slabé dilo, kterému chybi sila a stava — smés cukrové vody — romantiky a loutkové tra-
gédie"** Vse mu pripadalo prilis teatralni, postradal pravou podstatu zdravé dramati¢nosti.
~Dokonce i druhému déjstvi, jez se napadné podobd vézerské scéné ve Fideliovi, chybi cokoli
dramaticky poutavého. |...] Zdlouhavy As dur duet obou milencii silné pripomind vycpélou
francouzskou As a Des dur lyriku. Zdveér piisobi vylozené nudné |...].""¥ Za vadu na krése dila
recenzenti oznacovali s vyjimkou prvniho jednani nedostatek velkych sborovych scén, které
by prindsely vétsi kontrast mezi hudebnimi cisly.

Sittard nasel hudebni vrchol opery v $esté scéné druhého jednanti: ,Dalibor lezi v temné
kobce. Spi. Ve snu se mu zjevi jeho pritel Zdenék hrajici na housle. Violoncello hraje prostou,
tesknou melodii, solové housle se priddvaji spolu s arpeggii harfy, tajemnym tremolem smyccii
a vzestupnymi a sestupnymi pasdzemi fléten: je to scéna dojemné krdasy.** V nésledujicim
duetu Dalibora a Milady postradal vsak ,vdsnivé vrcholy”. Stejné tak ve scéné v zaldfi mu
schazela ,skutecnd dramatickd sila“.'* Carl Armbrust prirovnal pochod, jimz vstupuje na
scénu kral, ke kratkému pochodu Gibichungti z Wagnerova Soumraku bohii. Ve Smetanové
hudebnim toku rozpoznal Wagnerovy postupy jeho stiedniho obdobi.'** Stejné misto slav-
nostniho pochodu Ferdinand Pfohl popsal jako ,spojeni velkoleposti a grandiézni vaznosti”.
Tento kousek by mohl byt klidné z pera Richarda Wagnera a hodil by se podle néj pro koru-
novacni ceremonidly a slavnostni udélosti. Pfohl v recenzi upozornil na vypusténi zavérec¢né
scény, jez ukazuje konec Dalibora, ktery se zastreli, kdyz se straz chystd jej znovu zajmout.
V predstaveni byl vsak konec jen naznacen: ,uprostied jemné doznivajicich akordit H dur

135) ,,Dalibor enthdlt Scenen, die in ihrer musikalischen Schonheit uns blenden, er schligt Tone an, die jedes
Herz riihren miissen und das Orchester singt, daf wir mit Entziicken ihm lauschen.“ J. S. [SITTARD, Josef]:
Feuiletton. Stadt-Theater. Zum 1. Male: Dalibor, Hamburgischer Correspondent, Mittags-Ausgabe, ro¢. 166,
12.2.1896, ¢.107,s. 5 (dale SITTARD 12. 2.1896).

136) ,,[...] ein gar zu schwichliches kraft-und saftloses Machwerk — eine Melange von Zuckerwasser —
Romantik und Puppen-Tragik!“ PHILIPP, Rudolf: Theater und Musik. Hamburger Stadt-Theater. Zum ersten
Male: Dalibor, General-Anzeiger, roc. [8], 13. 2. 1896, ¢. 37, 5. [3].

137) ,,Selbst dem zweiten Akt bei seiner auffallenden Aehnlichkeit mit der GefangniRszene in Fidelio fehlt
das dramatisch Packende. [...] Das langgezogenen As-dur-Duett der beiden Liebenden erinnert stark an die
abgestandenen franzosische As- und Des-Dur-Lyrik. Der Schlul® wirkt geradezu langweilig [...].“ Tamtéz.
138) ,,Dalibor liegt im finsteren Kerker. Er schlaft. Im Traum erscheint ihm sein Freund Zdenko, auf der Geige
spielend. Im Cello erklingt eine klagend-sehnsiichtige Melodie, die Solo—Violine stimmt mit ein, dazu die
Arpeggien der Harfe, das geheimnisvolle Tremolo der Streicher und die auf- und abgleitenden Gange der
Floten: es ist eine Scene von beriihrender Schonheit.“ Viz SITTARD 12. 2. 1896, op. cit. v pozn. 135.

139) Tamtéz.

140) ARMBRUST, Carl: Feuilleton. Stadt-Theater (,,Dalibor®), Hamburger Fremden-Blatt, Abend-Zeitung,
roC. 68,13.2.1896, ¢. 37, s. [5] (dale ARMBRUST 13. 2. 1896).
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scény smrti se objevi viidce strdze, polozi Daliborovi ruku na rameno a ukazuje dozadu, k mis-
tu popravy... Dalibor mu rozumi a bez odporu se postavi. Opona padd. Bylo by zajimavé

zjistit, zdali by pitvodni Smetanitv konec*

nevyvolal vétsi dramaticky ticinek.”"** Pochybnosti
Pfohl spatfoval v tom, zda si némecké publikum najde k opere, jejimz hlavnim hrdinou je
postava z ceskych déjin, davérnéjsi vztah.'?

144

V hodnocenich byl zvlasté zminovan vykon Williho Birrenkovena'** jako Dalibora, pro

jehoz hlas byla role ,jako Sitd na miru; krasny a jemny hlas i odusevnély prednes casto str-
havaly publikum k nadsenému potlesku”'*> Zaujala i Anna von Mildenburg"® coby Milada,
ktera v této uloze predvedla krasu svého hlasu. Sittard vsak poukdzal na to, Ze zpévacka
ovlddala svuj hlas jen ve forte, prestoze role Milady pottebovala i ,vystizeni jemnéjsich hnu-
ti mysli". Obcas se jeji hlas jevil podle néj jako prilis drsny a ve stiedni poloze neznély.**
Armbrust upozornoval na vynikajici vykon Josefiny Artner v technicky pomérné naro¢né
roli Jitky. Dirigent Mahler dokazal ,vytézit z bohaté krdsy dila ten nejkrdasnéjsi, nejjasnéjsi
vyraz”. Zvlastni uznani referent vénoval orchestru, ktery hral ,s ilubokym vyrazem a velkou
jemmnosti', a pochvalu vyjadril koncertnimu mistru Mithlmannovi, jenz proved! opakované
houslové solo s velkolepym tonem a niternym, krdasnym vyrazem".** Uznani publika i odbor-

né verejnosti sklidilo i scénické nastudovani reziséra Bittonga.

Predlozeny ¢lanek se opird o vyzkum hamburskych prament a predchozi poznatky o prove-
deni Smetanovych oper v Méstském divadle v Hamburku v letech 1881-1882 a 18941897
doplnuje o nékteré informace. Na zakladé prostudovani dobovych divadelnich ceduli ke
véem provedenim, plnych znéni kritik i jejich bibliografickych udajtt a korespondence za-
interesovanych osob dostaly pojednavané inscenace konkrétnéjsi obrysy. Clanek v zéklad-
nich rysech nastinuje také Polliniho a Mahlerovu hamburskou éru. Jak hluboko Smetanovy
opery zapustily kofeny na hamburské divadelni scéné, ktera od 80. let udavala tén celému

141) Milada je smrtelné postrelena a zemre v Daliborové ndrudi, ktery nasledné také umira. Posledni jmenova-
na scéna byla v hamburské inscenaci vyskrtnuta a opera skonc¢ila Miladinou smrti.

142) ,[...] mitten in den zart verklingenden H-dur-Accorden der Sterbescene erscheint der Anfiihrer der
Wache, der auf die Schulter Dalibors seine Hand legt und nach riickwarts deutet, auf den Richtplatz... Dalibor
versteht ihn und erhebt sich willenlos. Der Vorhang fallt. Es ware doch erst noch zu untersuchen, ob nicht der
undeutliche, von Smetana gewiinschte Schluf die groRere dramatische Wirkung erzielt.“ PFOHL, Ferdinand:
Stadt-Theater. Zum ersten Male: ,,Dalibor, Hamburger Nachrichten, Abend-Ausgabe, roc. [48], 12. 2. 1896,
¢.36,s.[1].

143) Tamtéz.

144) Wilhelm Birrenkoven (1865-1955) — vyznamny némecky tenorista a divadelni reZisér. V roce 1893 ho
angazoval Pollini do Méstského divadla v Hamburku, kde debutoval v roce 1893 v roli Walthera von Stolzing
v Mistrech pévcich norimberskych. Birrenkoven zlstal v hamburském méstském divadle az do roku 1912.

145) ,[...] wie geschaffen ist; die schone und weiche Stimme und der beseelte Vortrag rissen des Ofteren das
Publicum zu begeistertem Beifall hin [...]“ SITTARD 12. 2. 1896, op. cit. v pozn. 135.

146) Anna von Mildenburg (1872-1947) — vyznamna rakouska sopranistka. Byla chrdnénkou Gustava
Mabhlera béhem jejich spolecného piisobeni v Hamburku. V roce 1898 ji Mahler angazoval do videnské Dvorn{
opery, kde se prosadila predevsim ve wagnerovskych tlohach.

147) Viz SITTARD 12. 2.1896, op. cit. v pozn. 135.

148) Viz ARMBRUST 13. 2. 1896, op. cit. v pozn. 140.
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Katerina Viktorovd

Neémecku, ukazuje statistika provozovdni (viz tabulka). Citované ohlasy z tisku na jednotlivd
uvedeni oper vykazuji respekt ke Smetanovu opernimu dilu, presto, snad az na Prodanou
nevéstu, jejich tehdejsi prokazatelny uspéch nebyl trvaly.

Statistika provozovani Smetanovych oper
v Méstském divadle v Hamburku 1881—1897'#°

1881/1882 | 1893/1894 | 1894/1895 | 1895/1896 | 1896/1897 | Celkem
Dvé vdovy 4 (3/H+1/A) - 3 (2/H+1/A) - - 7
Prodand nevésta - 22 (15/H+7/A) |10 (7/H+3/A) | 6(6/H) |4 (/H+2/A) | 42
Hubicka - - - 6 (5/H+1/A) - 6
Dalibor - - - - 4 (4/H) 4

Adresa: Katefina Viktorovd, Muzeum Bedricha Smetany, Novotného ldvka 1,110 00 Praha 1,

Ceskd republika

E-mail: katerina.viktorova@nm.cz

149) Viz Sammelbdnde der Theaterzettel 1881-1897. Zkratky H — Hamburg, A — Altona.
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