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Editorial

Vazeni Ctenari,

dvojéislo ¢tvrtého ro¢niku ¢asopisu Musicalia vychazi v roce 2012, kdy si pfipominame
150 let od otevieni Prozatimniho divadla v Praze, prvni stalé divadelni scény v Ceskych
zemich, kde se hralo a zpivalo ¢esky. Dlouholeté snahy o vybudovani divadla jako in-
stituce, ktera by dovrSila proces kulturni emancipace ¢eského naroda, tu dosahly sice
provizorniho, ale presto vyznamného naplnéni. Prozatimni divadlo kolem sebe soustre-
dovalo vice nez dvé desitileti autory, interprety, kritiky a také obecenstvo, a vytvarelo tim
nezbytné predpoklady Gspésné existence velkého Narodniho divadla.

S Prozatimnim divadlem se poji pfedevS§im jméno Bedficha Smetany. Smetana jako
vSechny osobnosti ¢eské kultury jeho doby prosel némeckym vzdélanim a teprve jako
zraly umélec se postavil do ¢ela hnuti za ¢eskou narodni hudbu i jazykové. Smetanova
cestina se kupodivu ocitla v zajmu jazykovédy aZ v poslednich letech v souvislosti s pfi-
pravou souborného kritického vydani jeho korespondence a jeji vyzkum, ktery provadeéji
Marek Nekula a Lucie Rychnovska, pfinasi pozoruhodné vysledky.

S provozovaci praxi opery Prozatimniho divadla souvisi muj viastni ¢lanek vénovany
zapislim kadenci, které do svych roli vkladala Eleonora z Ehrenbergl, prominentni kolo-
raturni pévkyné, od jejihoz Gmrti letos uplynulo sto let. Vytvarnou sloZzkou inscenaci Pro-
zatimniho divadla se zabyva studie Véry Velemanové, specialné zamérena na zpodobeni
ceské krajiny. Proménu nazoru na operni dekoraci v Narodnim divadle v Praze dvacatych
let 20. stoleti ukazuje Tatana Souckova na prikladu FrantisSka Kysely a jeho smetanovské
scénografie. Viceoborovy pohled na nékolik diléich témat déjin hudby doplhuje umélec-
kohistorické pojednani Evy Paulové o portrétech ¢eskych i cizich hudebnik( vzniklych ve
fotografickych ateliérech Jana a Josefa Mulace v Praze.

VSechny studie vychazeji z vyzkumu pramend nachazejicich se hlavné v Narodnim mu-
zeu véetné takovych, které kuratofi a restauratofi pravé zpristupnili védeckému vyuZziti,
jak predvadi Dagmar Stefancova na triciniich obsazenych ve fragmentech z Knihovny Na-
rodniho muzea. Na dileZitou &innost, jiz Ceské muzeum hudby bezprostfedné oslovuje
Sirokou verejnost, upozornuje zamysleni Evy Velické nad skon¢enou vystavou o Antoninu
Dvorakovi. Cetnou a rozmanitou publikaéni aktivitu Ceského muzea hudby od jeho za-
loZeni v ramci Narodniho muzea (1976) do soucasnosti doklada bibliograficky prehled,
ktery sestavila Darina Svobodova.

Autofi a redakce doufaji, Ze Vam tento rocnik Musicalii poskytne pestrou nabidkou tex-
t0 a obrazovych pfiloh opét dostatek novych poznatk( i podnétud ke kritickému uvazZovani
a Ze Casopisu zachovate i nadale svou prizen.

MiLan Pospisit,
¢len redakéni rady
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By Way of Introduction
Dear readers,

This double issue comprising the fourth volume of Musicalia is being published in the year
2012, when we commemorate the 150th anniversary of the opening of the Provisional
Czech Theatre in Prague - the first permanent theatrical venue in the Czech lands where
plays and musical-dramatic works were given regularly in the Czech language. Efforts over
the course of many years to establish a theatre as an institution that would culminate
the process of cultural emancipation of the Czech nation achieved their goal here in
a form that was provisional but nevertheless important. For more than two decades
the Provisional Theatre gathered around itself writers, composers, performers, critics,
and also audiences, thus creating the indispensible prerequisites for the successful
functioning of its successor, the grand National Theatre.

Associated with the Provisional Theatre is above all the name of Bedfich Smetana. Like
all leading figures in Czech culture of the time, Smetana received his education in the Ger-
man language. Only as a mature artist did he take up leadership of the movement for Czech
national music not only in purely musical terms but in language as well. Surprisingly, his
knowledge of Czech has become a focus of linguistic studies only in recent years, in asso-
ciation with preparations for a collected critical edition of his correspondence. Research in
this area conducted by Marek Nekula and Lucie Rychnovska has yielded remarkable results.

Related to the operational practices of the Provisional Theatre is an article of my
own authorship devoted to written cadenzas that Eleonora z Ehrenbergl, a prominent
coloratura singer who died an even century ago, inserted into her roles. The visual aspect
of stagings by the Provisional Theatre is the topic of a study by Véra Velemanova focused
especially on depiction of Czech landscapes. Tatdna Souckova illustrates the change
in opinions on operatic sets and costumes at the National Theatre in Prague during
the 1920s using the example of FrantiSek Kysela and his sets for operas by Smetana.
Meanwhile Eva Paulova contributes an interdisciplinary view of several specialized topics
in music history in a discussion of portraits of both domestic and foreign musicians made
in the Prague photographic studios of Jan and Josef Mulac.

All these studies are based on examination and analysis of sources found mainly in
the National Museum and its various components, including some sources that curators
and restorers have just now made accessible for scholarly use - as shown by Dagmar
Stefancova in the case of tricinia contained in fragments from the National Museum Library.
Eva Velicka’s report on the recently-concluded exhibition devoted to Antonin Dvorak draws
attention to important work through which the Czech Museum of Music appeals directly to
the broad public. And the extensive and diverse publishing activities of the Czech Museum
of Music, from the time of its establishment as a part of the National Museum in 1976 up to
the present, are documented by a bibliographical overview prepared by Darina Svobodova.

The authors and the editors hope that this year’s volume of Musicalia, with its varied offering
of texts and pictorial illustrations, will once more provide you with plenty of new information
and stimuli for critical thought, and that our journal will continue to enjoy your favour.

MiLan Pospisit,
member of the editorial board
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Jakou cestinu uzival
Bedrich Smetana?!

MAREK NEKULA - LUCIE RYCHNOVSKA

Lidé pozoruhodni svym dilem zpravidla budi zajem odborné i laické verejnosti, rov-
néz pokud jde o jejich soukromy Zivot. | ten byva mnohdy pozoruhodny, coz muZe
byt z dneSniho pohledu zEasti dano také ¢asovym odstupem a proménou politického
kontextu, stylu Zivota a podobné, zatimco ve své dobé mohlo jit o véci samozfejmé a ne-
pozoruhodné. Diky vyjimecnosti téchto osobnosti byly nicméné zadokumentovany jejich
osudy, a materialy k nim se vazici nam tak davaji nahlédnout do kazdodennosti dané
doby. V tomto smyslu pfistupujeme v nasi studii k osudim Bedficha Smetany (1824 -
1884). Nezajima nas pritom stopa, kterou po sobé tento skladatel zanechal v historii
ceské, evropskeé Ci svétové hudby, ani neusilujeme o rekonstrukci ,autentického” zvuku
jeho skladeb na zakladé notovych zapisl ¢i poznamek k provedeni jeho dél, nybrz nam
jde o Smetanlv osobni pribéh. Smetanovu Zivotu prirozené byla a je vénovana znacna
pozornost, podobné jako jeho skladatelskému odkazu. Nas pfistup je novy v tom, Ze
rekonstruujeme nikoli jeho biografii jako celek, ale pouze jeho biografii jazykovou a Ze
na tomto pozadi analyzujeme podobu jeho jazyka s védomim, Ze se Smetana pohyboval
na rozhrani ¢estiny a némciny. Rekonstrukce Smetanovy jazykové biografie vSak neni
prinosna pouze z hlediska lingvistického, nybrz ma jisty vyznam také pro lepsi pocho-
peni dobového i osobniho kontextu vzniku a recepce Smetanovych dél. U predstavitell
narodniho hnuti 19. stoleti, mezi néz Smetana od 60. let patfi, Ize registrovat symbolické
prihlaseni se k jazyku a narodni ideologii, které ale nemusi nutné znamenat bezchybné
zvladnuti psané ¢estiny.2 V 60. a 70. letech 19. stoleti uz ovsem tato forma obrozenectvi
oCividné nestaci. Vytka ,ciziho akcentu“ ve frazovani (srov. EliSka Krasnohorska Bedfichu

1) Clanek vznikl v ramci projektu GAP406/10/0823 Soukroma korespondence 20. stoleti. Rozsifeni kor-
pusovych zdroji, nové moznosti lingvistického vyuZiti realizovaného na Ustavu Geského jazyka Filozofic-
ké fakulty Masarykovy univerzity a vyzkumného zaméru Narodniho muzea Osobnosti Ceské védy a kultury
(€. MK00002327202) s diléim tématem Kriticka edice korespondence Bedricha Smetany a novy védecky
katalog pramenného fondu jako jeji nezbytné vychodisko.

2) V prvni poloviné 19. stoleti je to postoj pfiznaény pro némecké autory bohemistické orientace (srov.
napf. HOHNE, Steffen: Die literarische Instrumentalisierung der bhmischen Geschichte im Vormérz. Hus
und die Hussiten, in: Klaas-Hinrich Ehlers et al. (eds.): Briicken nach Prag: Deutschsprachige Literatur im
kulturellen Kontext der Donaumonarchie und der Tschechoslowakei, Lang, Berlin 2000, s. 43-80; HOH-
NE, Steffen: B6hmische Utopien: Der Bohemismus-Diskurs in der Zeit der Restauration, in: W. Koschmal
- M. Nekula - J. Rogall (eds.): Deutsche und Tschechen. Geschichte - Kultur - Politik, Bundeszentralle
fiir politische Bildung, Bonn 2005, s. 623-637; KORALKA, Jifi: Welche Nationsvorstellungen gab es 1848
in Mitteleuropa, in: R. Jaworski - R. Luft (eds.): 1848/49 - Revolutionen in Ostmitteleuropa, Oldenbourg,
Minchen 1996, s. 29-46). Pro novou dobu o pfihlaSeni se k némectvi bez znalosti némciny srov. napt. NE-
KVAPIL, Jifi: On non-self-evident relationship between language and ethnicity: How Germans do not speak
German, and Czechs do not speak Czech, Multilingua 19, 2000, s. 37-53.

6 M Musicalia 1-2 / 2012



Jakou cestinu uzival Bedfich Smetana?

Smetanovi z 11. kvétna 1871)3 proto v kontextu ¢eské narodni ideologie 19. stoleti esen-
cializujici jazyk neni jen zranujici, ale predstavuje pro skladatele i jisté ohroZeni. Tlak
dobové jazykové ideologie se tak reflektuje nejen ve Smetanové jazykovém chovani, ale
i v Nejedlého z dnesniho pohledu az hysterické snaze dokazat ,CeSstvi“ Smetanovy hud-
by také ,pocesténim* jeho rodinného zazemi a jeho ¢estiny, jez zminéného autora Sme-

tanovy biografie vede az k falzifikaci (zavadéjici transkripci) pramenného materialu.*

Pro Gcely naseho badani predstavuji pramenné vychodisko jednak rizné materialy
administrativniho razu, jednak Smetanovy vlastni zapisy, tj. jeho deniky a zejména pak
jeho korespondence Mnohovrstevnatost dopisl jako zdroje informaci o] aktérech daného

ukazkou:
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3) Srov. OCADLIK, Mirko: Eliska Krasnohorské - BedFich Smetana. Vzajemna korespondence, Topi¢, Praha
1940, s. 35 n.

4) K revizi Nejedlého biografie B. Smetany (NEJEDLY, Zden&k: BedFich Smetana, sv. 1, SVU Méanes, Praha
1924; NEJEDLY, Zdenék: BedFich Smetana, sv. 1: Doma, Nakladem Hudebni Matice Umé&lecké Besedy, Praha
1924; NEJEDLY, Zden&k: BedFich Smetana, sv. 2: Na studiich, Nakladem Hudebni Matice Umélecké Besedy,
Praha 1925; NEJEDLY, Zdené&k: BedFich Smetana, sv. 3: Praha a venkov, Nakladem Hudebni Matice Umélecké
Besedy a Sboru pro postaveni pomniku Bedfichu Smetanovi v Praze, Praha 1929; NEJEDLY, Zdenék: BedFich
Smetana, sv. 4: Ve spolecnosti, Melantrich, Praha 1933) z hlediska jazykového srov. detailn&ji NEKULA, Ma-
rek - RYCHNOVSKA, Lucie: Smetanova &estina v dobovém kontextu, Hudebni véda 47, &. 1, 2010, s. 43-76.
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Marek Nekula - Lucie Rychnovska
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Dopis Bedficha Smetany tehdejsimu kapelnikovi Prozatimniho divadla Adolfu Cechovi

AC se jedna jen o nékolik radk, neni pochyb, Ze ,své“ pasaze by si v listu nasli hudebni
védeci, Zivotopisci snaZici se zachytit Smetanovy osudy v celé jejich Sifi a snad i laici, pred ni-
miz velikan ¢eské narodni hudby oZiva jako Clovék maijici starosti, radosti, projevujici emo-
ce. Neni to ovSem pouze stranka obsahova, diky niz je korespondenéni material jedinec-
nym pramenem poznani. Pozornost si zasluhuje i jeho forma - jazykova matérie. Zaujmout
nas v tomto ohledu mohou zvlastnosti pravopisné (skriseni, spomélo, stratil jsem, zpévohry
[...] IéZeli), gramatické (s tim odstrkovanim mych zalezitostech, moje stary Branibory z novu
do Zivota privadeéji), jevy lexikalni ¢i syntakticko-lexikalni prozrazujici vliv ném¢iny (interess,
operetta, zpévohry stoji Vam k dispozici) nebo tfeba obraznost, barvitost Smetanova vyjad—
fovani (...privedete-li je [zpévohry] ku skriSeni z mdloby, ve které aZ posud bohuzel IéZeli...
...budu muset chodit po svété s flasSinetlem...). Zkoumanim tohoto typu informaci se zaby—
vaji jazykovédci a je to také Ukol, ktery jsme si vytyGili v naSem prispévku.

Pro¢ bychom méli vénovat pozornost i tomuto aspektu Smetanovy osobnosti? Jak bylo
naznaceno vySe, Zil Smetana v dobé, kdy byla dominantnim komunikaénim prostfedkem
ve vefejné sféfe némcina, kdy se ale na druhé strané rozmaha ceské narodni hnuti usilujici
mimo jiné o rozvoj a kultivaci ceského jazyka i jeho navrat do vSech komunikacnich oblasti.
Vyvstava vSak pred nami otazka, jak ¢eStina v uvedeném obdobi skute¢né vypadala, j. ja-
kou Cestinou spolu lidé 19. stoleti komunikovali. K jejimu zodpovézeni miZzeme prispét diky
specifiénosti korespondenéniho materialu, jenZ je pfedmétem nasi analyzy. Jeho zajima-
vost spociva v tom, Ze a¢ je nékdy vymezovan samostatny, tzv. epistolarni, korespondenc-
ni nebo listovni styl,® upozornuje se na jeho blizkost k jinym funkénim stylim, v pfipadé

5) Srov. KARLIK, Petr - NEKULA, Marek - PLESKALOVA, Jana (eds.): Encyklopedicky slovnik destiny, NLN,
Praha 2002, s. 449.
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Jakou cestinu uzival Bedfich Smetana?

dopist soukromych je shledavana jejich Gzka provazanost se stylem bézné dorozumiva-
cim. Prestoze jsou tedy dopisy komunikaty psanymi a nedochazi u nich k bezprostfednimu
kontaktu mezi mluvéim a adresatem, maji velice blizko k dialogu (byt jde o rozhovor vedeny
na dalku) a nesou fadu rysu kazdodenni, vSedni, pfevazné mluvené komunikace.® Nespor-
nou vyhodou zkoumaného materialu je také fakt, Ze Smetana nebyl literatem ¢&i novina-
fem, zkratka nékym, kdo s jazykem naklada profesionalné, nybrz byl coby mluvci ¢estiny
19. stoleti zcela synem své doby. Jazyk pro néj predstavoval pouze prostfedek dorozumeéni,
nikoli nastroj a cil tvorby, a v tomto ohledu se Smetana stava lepSim reprezentantem své
generace nez napf. Bozena Némcova nebo Karel Havlicek Borovsky. Od ostatnich jazykové
Lprameérnych“ obyvatel ¢eskych zemi své doby a spolecenské vrstvy se Smetana odliSuje
hlavné tim, Ze vzhledem k unikatnosti jeho dila byly dokumenty k jeho biografii muzealizo-
vany a zcasti také jiz popsany, i kdyz nikoli primarné s ohledem na jeho jazyk. Diky tomu
dnes miZzeme rekonstruovat Smetanovy osudy i jeho jazykovou biografii a prispét k pozna-
ni jazykové situace v ¢eskych zemich v 19. stoleti. Jazykova biografie Friedricha a pozdéji
Bedficha Smetany (dvojjazycné détstvi a mladi, vzdélani v némgéiné, profesni i soukromé
prebyvani na rozhrani némciny a ¢estiny a v kontextu pferodu ¢eské spolecnosti konecéné
prechod z némdciny na cestinu také ve verejné sfére) totiz byla ve stfednich vrstvach typic-
ka, u Smetany snad jen trochu zbrzdénéa jeho pobytem ve Svédsku.

Podivejme se nyni na uvedené (daje podrobnéji. V dopise EliSce Krasnohorské
z 25. listopadu 1876 Smetana piSe:

o i S AT .

_— ey at e P ¥ L ¥ Tyoa VL

/ / : o repiin o s
il ppamns!, elinsderl wac”, ML 7 /M gl W
ottt ] ) /"/ e /; (/J\r.
L r neARE  Jp et gt o if = S 4 a2

i / iy _

ECh 4 s a@,/ v felme A ns

/‘_ / e, J) s / .Y

s )’ , o REPR U'l"f/'---. de e .-.--f./.

4 e

(:)/ /....-» gL m @Al o da e /,.- .

nemel u-;/r .N;f ((v/n_ ;o ), o'tee Ae

.u/;; /(-‘-‘):.!I .-,,r/, & .-'u«n /\fl"-/
p;a; f'lr EYE LR t )J':’J‘- nr/"n.
i
j{ kr/} PP A )'-r i n ay

Mame-li analyzovat jazykova data objevujici se ve Smetanové korespondenci a pre-
devS§im mame-li je adekvatné interpretovat, je znalost Smetanova Zivota a dobové ja-
zykové situace, k niz Smetana odkazuje svou poznamkou, ze se v mladi nemohl naucit
Cesky, nebot byl germanizovan, naprosto nezbytna. K tomuto zkoumani vyuzijeme metod

6) Srov. JELINEK, Milan: Styl epistoldrni, in: P. Karlik - J. Pleskalova - Z. Rusinova (eds.): Pocta Dusanu
Slosarovi. Sbornik k 65. narozeninam, Nakladatelstvi Albert, Boskovice 1995, s. 126-137. Ke specifikiim epi-
stolarnich text(i na materidlu korespondence B. Smetany srov. také RYCHNOVSKA, Lucie: Korespondence jako
pramen jazykového zkoumani (na materialu korespondence Bedricha Smetany), in: V. Gvozdiak (ed.): Bohemi-
ca Olomucensia 2 - Linguistica, Univerzita Palackého v Olomouci, Olomouc 2011, s. 295-299.
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sociolingvistickych, konkrétné zminovanou metodu jazykové biografie’ jako prostfedku
poznani dobové jazykové situace. Naopak zase plati, Ze poznatky o dané jazykové situaci,
které nam zprostredkovava historie, tj. napt. znalost dobovych jazykovych zakonU a nafi-
zeni, nam usnadnuje adekvatné rekonstruovat konkrétni jazykovou biografii.8 V pfipadé
Zivych respondent(l se pracuje s tzv. narativnimi interview, v pfipadé rekonstrukce jazyko-
vych biografii starSiho data se Ize opfit o zZlomky naraci o vlastnim jazyce, jeho osvojeni
a uzivani, jez jsou rozesety v denicich, korespondenci nebo vzpominkach. Prihlizet je
pfitom mozZno a nutno i k jinym zdrojlim dat, jako je samotna volba jazyka v té které dobé
s ohledem na téma a adresata, nebo jakymi jsou vysvéd¢eni, matri¢ni a jiné Gdaje apod.®

Vychodiskem jsou pro nas tudiz Smetanovy vyroky, v nichZ Smetana komentuje a hod-
noti vlastni Groven znalosti ¢estiny. Podobné skepticky jako ve zminovaném dopisu EliSce
Krasnohorské mluvi Smetana o své ¢estiné i v dopisu Janu Ludevitu Prochazkovi z roku
1860, ktery piSe jesté nereformovanym pravopisem z Goteborgu a ktery je po dopisu ro-
dicdm z 50. let Smetanovym druhym cesky psanym listem (ovSem prvnim v latince, dopis
rodiclm je zapsan kurentem):
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7) K jazykovym biografiim (véetné problematiky jejich zaclenéni do kvalitativniho vyzkumu) srov. NEKVAPIL,
Jifi: Language biographies and the analysis of language situations: on the life of German community in the
Czech Republic, International Journal of the Sociology of Language, 2003, s. 63-83; FRANCESCHINI, Rita:
Sprachbiographien: das Basel-Prag-Projekt (BPP) und einige mdgliche Generalisierungen bezlglich Emotion
und Spracherwerb, in: R. Franceschini - J. Miecznikowski (eds.): Leben mit mehreren Sprachen. Sprachbiogra-
phien / Vivre avec plusiers langues, Biographies langagiéres, Peter Lang Verlag, Bern 2004, s. 121-145.

8) K rekonstrukci dobové jazykové situace z hlediska historického srov. struéné shrnuti s odkazy na literaturu in
MALY, Karel: Sprache - Recht und Staat in der tschechischen Vergangenheit, in: J. Eckert - H. Hattenhauer (eds.):
Sprache - Recht - Geschichte, C. F. Miller Juristischer Verlag, Heidelberg 1991, s. 57-281. Z hlediska socioling-
vistického in NEWERKLA, Stefan Michael: Intendierte und tatséchliche Sprachwirklichkeit in Béhmen. Diglossie
im Schulwesen der béhmischen Kronlénder 1740-1918, WUV Universitatsverlag, Wien 1999; BERGER, Tilman:
Nation und Sprache: das Tschechische und das Slovakische, in: A. Gardt (ed.): Nation und Sprache. Die Diskussion
ihres Verhaltnisses in Geschichte und Gegenwart, Walter de Gruyter, Berlin/New York 2000, s. 825-864. Nové vCet-
né shrnuti historickeé literatury zvl. STOHR, Ingrid: Zweisprachigkeit in B6hmen, Bohlau, Kéln/Weimar/Wien 2010.
9) Metoda jazykovych biografii, jejichz vychodiskem nejsou interview, ale psané texty, je naznacena v NEKULA,
Marek - RYCHNOVSKA, Lucie: Smetanova ¢estina v dobovém kontextu, Hudebni véda 47, &. 1, 2010, s. 43-76.
Detailn& s ohledem na jeji validitu a analyticky postup viz NEKULA, Marek - RYCHNOVSKA, Lucie: Korespondence
Jjako zdroj dat a metody historické sociolingvistiky (v pfipravé). V uvedenych textech je i pfislusna odborna literatura.
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Nejen toto opakovani, ale i historicka fakta ukazuji, Ze Smetanovu vypovéd je treba
brat vainé. V jeho détstvi a mladi k némeckému vzdélani neexistovala alternativa. Ces-
tina se sice pred rokem 1848 z¢asti uplatnila jako pomocny jazyk i pfi vyuce na gymna-
ziu,° prvni eské gymnazium ale bylo zfizeno az v roce 1862 v Tabore.’X Némcina se tak
na Skolach nejen ucila, ale byla také jazykem, jimz byla vyuka vedena. Plati to i pro Skoly,
kterymi prosel Bedfich Smetana.

Skolni dochazku Smetana zahajil v roce 1829 v Litomysli na piaristické nérodni Skole
(Volksschule) s némeckym vyucovacim jazykem. V prvnim rocniku Skoly byl v némeckém Gte-
ni a vyslovnosti hodnocen velmi dobre.?? Roku 1831 nastoupil do narodni $koly s némeckym
vyucovacim jazykem v Jindfichové Hradci, kde nebyla CeStina zastoupena ani jako vyucéovany
predmeét, a pozdéji tamtéz presel na némecké gymnazium. Od roku 1835, tedy v jedenacti
letech, bydlel na privatu a navstévoval némecké gymnazium v Jihlavé, aby si tu podle Nejed-
Iého prohloubil znalosti némciny.2* V letech 1836-1839 prestoupil na némecké gymnazium
v Némeckém Brodé. A¢ tu mél mlady Smetana i ceské spoluzaky, v té dobé zde studoval na-
priklad také mlady Karel Havlicek Borovsky, a tfebaZze Nejedly Némecky Brod charakterizuje
jako ryze Ceské mésto,* jazykova vyuka se odehravala v némciné. V roce 1839, tedy v pat-
nacti letech, byl Bedfich Smetana poslan do Prahy na Akademické gymnazium, jehoZ prefek-
tem byl tehdy Josef Jungmann a kde byla vyucovacim jazykem rovnéz némcina. Smetana si
zde v Sestnacti letech - presnéji v dubnu 1840 - zacal psat némecky denik.’® Z gymnazia
Smetana bez konzultace s rodinou vystoupil 13. kvétna 1840. Po prazdninach byl téhoz roku
poslan do PIzné&, kde mél dokoncit gymnazium a kde na ného mél dohlédnout jeho bratranec
FrantiSek Josef Smetana, profesor fyziky a ucitel na tamnim filozofickém Ustavu. | v Plzni
byla vyucovacim jazykem némdéina. Po dokonéeni gymnazia v Plzni se Smetana v roce 1843
(tj. ve svych devatenacti letech) vydal do Prahy, kde az do roku 1847 (tedy do svych dvaceti
tfi let) studoval kompozici na Hudebné vzdélavacim Ustavu Josepha Proksche. Vyucovacim
jazykem zde byla opét némcina. Zhruba osmnact let tedy Smetana byl ve vyukovém kontextu
dennodenné konfrontovan s mluvenou i psanou némcinou, kterou uzival i aktivné.

10) Obecnéji k situaci ve Skolstvi srov. téZ BURGER, Hannelore: Sprachenrecht und Sprachengerechtigkeit im
osterreichischen Unterrichtswesen 1867-1918, Verlag der Osterreichischen Akademie der Wissenschaften,
Wien 1995; NEWERKLA, Stefan Michael: Intendierte und tatséchliche Sprachwirklichkeit in Béhmen. Diglossie
im Schulwesen der bhmischen Kronldnder 1740-1918, WUV Universitatsverlag, Wien 1999; HROCH, Miro-
slav: V narodnim zajmu, NLN, Praha 1999.

11) Srov. KORALKA, Jifi: Cesi v Habsburské Fisi a v Evropé 1815-1914, Argo, Praha 1996, s. 104.

12) Srov. NEJEDLY, Zdenék: Bedfich Smetana. Sv. 2: Na studiich, Nakladem Hudebni Matice Umé&lecké Be-
sedy, Praha 1925, s. 299.

13) NEJEDLY, Zdenék: Bedfich Smetana, sv. 2: Na studiich, Nakladem Hudebni Matice Umé&lecké Besedy,
Praha 1925, s. 17.

14) NEJEDLY, Zdenék: Bedfich Smetana. Sv. 2: Na studiich, Nakladem Hudebni Matice Umélecké Besedy,
Praha 1925, s. 143 a 149.

15) Jeho rukopis i opis je uloZen ve sbirkach Narodniho muzea - Ceského muzea hudby - Muzea Bedficha
Smetany (MBS). Z fondd MBS vychazime i v ptipadé dalSich zdroju k Smetanové jazykové biografii shrnutych
v inventafi fondu S 217 v oddilech Osobni doklady Bedficha Smetany a jeho rodiny a Odeslana a prijata ko-
respondence Bedricha Smetany, konkrétné napf. v pfipadé fotokopie matricniho zaznamu o narozeni Fried-
richa Smetany (NM-CMH-MBS S 217/2036), bifmovaciho listku (NM-CMH-MBS S 217/2), ohlasek otevieni
hudebni skoly (NM-CMH-MBS S 217/1811), denik( Katefiny Smetanové, rozené Kolafové (NM-CMH-MBS
S 217/1903-4) a denik( Bedficha Smetany (NM-CMH-MBS S 217/1080-6).
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Na druhou stranu je ovSem treba fici, Ze retrospektivni hodnoceni té doby, pfi némz se
Smetana stylizuje do pasivni obéti germanizace, je poplatné dobovému narodnimu dis-
kurzu.?® V deniku, ktery si vedl na gymnaziu v Plzni, Smetana 2. bfezna 1841 na adresu
divky, jez se do ného zamilovala, poznamenava:

Ach Gott! was ich nicht lachen muss. Eine hat sich in mich verliebt, Eine, die sehr
wenig Bildung besitzt, ja nicht einmal recht gut deutsch kann!! - Davon abgesehen,
ist sie alter als ich.

(denik Bedficha Smetany, 2. bfezna 1841)

Mlady Smetana tak némdéinu v kontextu své doby chape jako pfirozenou ,Bildungsspra-
che”, némcina pro ného ma v daném obdobi vysokou prestiz, vnima ji jako jazyk vzdélani,
nikoli ponémceni nebo odnarodnéni. Byt pravym vlastencem ¢&i pravou vlastenkou nezna-
mena, Ze je tfeba redukovat se na ¢estinu:

Der Herr Brosch ist die Gefélligkeit selbst, und seine Frau!! die ist noch besser. Eine
enorme Patriotinn, eine wahre Czechinn. Aber nicht daB sie vielleicht kein deutsch
konnte! Nein, vielmehr nur zu gut versteht sie’s.

(denik Bedficha Smetany, 14. dubna 1841; ztu¢néni M. N. a L. R.)

Smetanova Skolni dochazka navic velmi pravdépodobné neprobihala jen ve znameni
némciny. Jak ukazuji Smetanovy denikové zaznamy, jistou roli ve Skolnim kontextu sehra-
vala také Cestina:

Predigt auf bohmisch.
(denik Bedficha Smetany, 26. ¢ervence 1841)

Wir hatten Klassenlesung. Die deutsche Rede des Sykora war sehr gut vorbereitet.
(denik Bedficha Smetany, 5. srpna 1841)

Jan Nepomuk Sykora byl ucitelem v premonstratském klastere s némeckym gym-
naziem, u néhoz Smetana prvni rok v Plzni bydlel. Zde - i v pozdéjSich podnajmech
u lesmistrové Wildmannové a v rodiné Kolafru - se tedy v soukromi nepochybné mluvilo
cesky. Také mezi spoluzaky a znamymi slouzila ¢eStina jako dorozumivaci prostredek
mluvené komunikace. Napovidaji to nejen jména vynotujici se v denicich (Ludmilla,
Wiczek, Woditzka, Piwonka, Schindelar/Schindelarz, Brzehowsky, Krepinsky, Vende-
lin Rziha, Kolaf/Kolariz/Kolarz...), ale i dalsi jazykova data, nebot Smetana pfi zmince

16) Promény jazykové identity at v prdbéhu Zivota (srov. TREICHEL, Barbel: Identitdtsarbeit, Sprachbiogra-
phie und Mehrsprachigkeit. Autobiographisch-narrative Interviews mit Walisern zur sprachlichen Figuration
von Identitdt und Gesellschaft, Lang, Frankfurt/Main 2004), nebo dle diskurzivnino kontextu (srov. de FINA,
Anna - SCHIFFRIN, Deborah - BAMBERG, Michael (eds.): Discourse and Identity, Cambridge UP, Cambridge
2006) jsou u bilingvnich mluvéich zcela bézné a prirozené.

12 M Musicalia 1-2 / 2012



Jakou cestinu uzival Bedfich Smetana?

o jednom z kantord v deniku pfechazi u jeho prezdivky punéoska Beer z némciny do
cestiny (denik Bedficha Smetany, 27. bfezna 1843). Je ziejmé, Ze tuto prezdivku museli
uciteli dat jeho ¢esti studenti a Ze ji také uZivali v ceské komunikaci.

Cesky se nejspise mluvilo rovnéz v domacnosti Smetanovych rodiéd. Usuzujeme tak
na zakladé manzelskych smluv, zapist o narozeni déti i podle soukromych dopisl (dopis
otce matce z 27. ¢ervna 1828 nebo dopis Bedficha Smetany rodiéim z 23. prosince
1856). V zaméstnani a spolecnosti Ci pfi cetbé (predplatné Bohemie) vSak u Smetan
prevlddala némgéina, ktera v diglosni situaci v Cechach té doby pini funkci psané vy3si
variety, zatimco ¢eStina pro ¢eské a cesko-némecké dvojjazyéné mluvéi pini funkci nizsi
variety mluvené.?” Socialni elevace otce FrantiSka Smetany (1777-1857) nebo podle
dopisl a jinych dokumentl France/Franze Smettany, tehdy sladka na valdStejnském
zamku v Litomysli, se odrazi i v kfestnim jménu jeho syna Fri(e)dricha (némecka varianta
se objevuje jak v matrice, tak v rodinné korespondenci i v Gvodu ke Smetanovu deniku).
Jak naznacuje jazyk matricnich predloh a zapis( o narozeni, probéhl nicméné kiest ma-
Iého Friedricha v éestiné a s Geskymi kmotry. Cesky je psén i bifmovaci listek Friedricha
Smetany z 15. ¢ervna 1836.

Také ve vlastni rodiné Bedficha Smetany, kterou skladatel zalozil 27. srpna 1849, se
pred rokem 1860 uplathovala nejen némcina, ale i cesStina. Némecky si oba manzelé ved-
li deniky - Bedfich Smetana od roku 1840, Katefina Smetanova, rozena Kolarova (1827 -
1859), dolozitelné v letech 1849-1853 a 1854-1855. V némciné si také korespondovali
(dokonce i ve vypjatém okamzZiku umirani dcery Fritzi se Katefina Smetanova 31. srpna
1855 na Friedricha obracela némeckym dopisem).® Na druhou stranu je ¢estina v mlu-
vené interakci v rodiné doloZena napf. citaty feci déti v deniku Katefiny Smetanové:

Sie [Fritzchen] sprach schon fast Alles u oft mit viel Uberlegung - - so zum Beispiel
sah sie mich einmal traurig am Fe[n|ster sitzen, den Kopf auf die Hand gestiitzt - so-
gleich unterbrach sie ihr Spiel, kam zu mir, und sagte mit theilnamsvoller Miene: ti si
smutna maminko stejska se ti po tatinkowi, jid? - - mné se taky stejska - -.

(Katefina Smetanova, opis deniku z let 1849-1853 ve fondu MBS: 116-117; ztuc-
néni M. N.a L. R.)

V hudebnim Gstavu, ktery Smetana na poatku své kariéry pfed odchodem do Svédska
ved| v Praze a ktery byl z&asti orientovan na viasteneckou klientelu (Bedfich Smetana ugil
napriklad dceru FrantiSka Palackého, syna Katefiny Podborské, dceru Josefa Jifiho Kolara
apod.), se snad i v mluvené podobé uplatiovaly oba jazyky. Pfinejmensim ohlasky zalozeni

17) K pojmu diglosie srov. FERGUSON, Charles: Diglossia, Word 15, 1959, s. 325-340. K vnéjsi diglosii srov.
FISHMAN, Joshua: Bilingualism with and without diglossia; diglossia with and without bilingualism, Journal of
Social Issues 23, 1967, s. 29-38; NEWERKLA, Stefan Michael: Intendierte und tatsdchliche Sprachwirklich-
keit in B6hmen. Diglossie im Schulwesen der béhmischen Kronldnder 1740-1918, WUV Universitatsverlag,
Wien 1999; van LEEUWEN-TURNOVCOVA, Jifina: Jesté jednou o diglosii v Cechéch, tentokrat i z genderového
zorného dhlu, Slovo a slovesnost 63, 2002, s. 178-199; STOHR, Ingrid: Zweisprachigkeit in B6hmen, Bbhlau,
KoIn/Weimar/Wien 2010.

18) Srov. faksimile in NEJEDLY, Zdené&k: BedFich Smetana, sv. 1, SVU Manes, Praha 1924, s. 152-153.
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Ustavu jsou tistény dvojjazyCné. Jinak byl ale Smetan(v profesni Zivot spjat predevsim
s némcinou. To plati o styku se skladateli Franzem Lisztem a jinymi hudebniky i o obchodni
korespondenci. Némc¢ina fungovala jako dorozumivaci prostredek i béhem pobytu v Gote-
borgu (1856-1862), nebot Smetana si na rozdil od své dcery Zofie §védstinu neosvojil.
Smetanovi méli ve Svédsku abonovanou Bohemii*® a némgina zde fungovala nejen jako
dorozumivaci prostfedek s Zaky a prateli (napft. s Fréjdou Benecke si Smetana pozdéji né-
mecky i psal), ale rovnéz ve sboru a na verejnosti. To bylo dano jisté i tim, Ze némcina ve
sféfe vlivu nékdejsi Hansy hrala specialné v pristavnich méstech podél Baltského more
a v jihovychodni ¢asti Severniho more daleko vyznamnéjsi roli, neZ by se zdalo dnes.

Podobnou dorozumivaci funkci méla némdéina v pracovnim kontextu dokonce i po na-
vratu do Prahy, specialné v poéatcich Smetanova plsobeni ve funkci kapelnika Proza-
timniho divadla (od roku 1866). Komplexnéjsi texty jako hudebni kritiky pro Narodni listy
z prvni poloviny 60. let 19. stoleti psal Smetana také nejprve némecky, teprve pak se
prekladaly do ¢estiny a upravovaly.?° | to mohl byt ddvod, pro¢ je prestal psat.

Ideologické prehodnoceni némciny u Smetany nastava ke konci pobytu v Goteborgu
a po navratu do Prahy, nepochybné v reakci na posileni narodniho hnuti a rozSifeni ¢es-
kého vefejného prostoru po Rijnovém diplomu (1860) a po vit&zstvi eské strany v ko-
munalnich volbach v roce 1861. Spolu se silici nacionalizaci jazyka od 60. let 19. stoleti
stoupa v narodné orientovanych kruzich prestiz ¢estiny a klesa prestiz némciny, a ,pravy
Cech“ tak preferuje Eestinu a odmita néméinu, a to jak v komunikaci vefejné (v komu-
nikaci s ¢eskymi kulturnimi a jinymi organizacemi a Grady v obcich s ¢eskou vétSinou),
tak soukromé, jak v projevech mluvenych, tak psanych. Smetana ve vefejné komunikaci
skutecné dava prednost cestiné.?! Také v soukromi se snazi prosadit ¢estinu jako jediny
komunikacni prostfedek a svou druhou Zenu Bettinu, jiZ jeSté pocatkem 60. let sam psal
némecky, napomina, kdyz sahne po némciné: Divna véc, Ze si mné zase z némeckym
psanickem oblazila, snad pro ten tamnejsi vzduch, ktery okolo Lamberku viadne? (Bed-
fich Smetana Bettiné Smetanové, 15. zafi 1864) Musime si vSak uvédomit, Ze Smetanlv
posun od némciny k ¢estiné se odehrava v dobé, kdy je Smetanovi uz 36 let. Neni proto
prekvapivé, Ze ma Smetana potize s Geskym pravopisem, morfologii i stylizaci zplsobené
nedostatkem formalniho vzdélani v ¢estiné a nedostatkem zkuSenosti s uzivanim psané
formy GeStiny. Smetana se tento deficit snazi kompenzovat vytvorenim komunikacnich
predpokladd pro osvojeni psané ¢estiny (viz zminovany prechod k ¢estiné v soukromé
a polooficialni korespondenci) a také cilenym Usilim o osvojeni ¢eského standardu (napf.
pomoci vypiskll a opakovani deklina¢nich a konjugacnich paradigmat?2).

Jistym signalem, Ze Smetana s vysledkem svého snaZeni nebyl zcela spokojen, jsou

19) Srov. dopis Bedficha Smetany Anné Kolafové z ledna 1859. Srov. téZ WAGNEROVA, Alena - SRAMKOVA,
Barbora (eds.): Smetana - Dvorak - Janacek, Deutsch Verlags-Anstalt, Miinchen 2003, s. 39.

20) Srov. SMETANA, Bedfich: Clanky a referaty 1862-1865, Ceska graficka unie, Praha 1920; JARKA, Vaclav
Hanno (ed.): Kritické dilo Bedricha Smetany 1858-1865, Nakladatelstvi PraZské akciové tiskarny, Praha 1948.
21) Lze napt. doloZit nékolik dopisU, které Smetana piSe z pozice kapelnika vedeni Ceské opery (JUDr. Antoni-
nu Cizkovi), Gesky pise také tfeba nakladateli Frantisku Augustinu Urbankovi &i redaktorovi Franti§ku Pivodovi.
22) Srov. reprodukci in MAHLER, Zdenék: Nekamenujte proroky. Kapitoly ze Zivota Bedricha Smetany, Alba-
tros, Praha 1989, s. 137.
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dvé rlizné strategie, které pri psani dopis uzival. Jednou z nich je vyhledani pomoci
druhych osob: Smutna okolnost pro mné je ta, Ze stran ¢eské koncepce se musim vZdy
na vypomoc nékoho jiného obratit. (Bedfich Smetana Josefu Srbovi, 4. srpna 1881) Jak
vidime z citatu, daval si Smetana pfi formalni korespondenci i na konci svého Zivota do-
pisy stylizovat, resp. opravovat. Jinou moznou strategii by bylo vyhybani se komunikaci,
coZ sociolingvistika oznacuje jako tzv. ,avoiding strategy“.?> UrCity jeji naznak bychom
snad mohli spatfovat ve vySe citovaném listu EliSce Krasnohorské z 25. listopadu 1876.
Je ovSem nutno fici, Ze Smetanova poznamka o tom, Ze nerad koresponduje, je v jeho
dopisech ojedinéld, a je tudiZ otazkou, do jaké miry byla zplisobena Smetanovym mo-
mentalnim rozpoloZenim ¢i doéasnym zahlcenim korespondenci.

Nakolik uvedena Smetanova hodnoceni odpovidaji realité, tj. nakolik byl Smetana
v Usili 0 zvladnuti psané formy Cestiny Uspésny, nam s oporou o uvedenou Smetanovu ja-
zykovou biografii poodhali jazykova analyza jeho korespondence, jiz se budeme vénovat
v dalSi ¢asti nasi studie.

Materialové jazykovy rozbor vychazi z elektronického Korpusu odeslané a prijaté cesky
psané korespondence Bedficha Smetany?, ktery byl roku 2009 ve spolupraci s Fakultou
informatiky Masarykovy univerzity pro védecké Géely vytvoren na Ustavu Geského jazy-
ka Filozofické fakulty Masarykovy univerzity.?®> Zaklad korpusu tvofi vérny elektronicky
prepis originall dopisl (celkem jde o vice nez 400 listl odeslanych a vice nez 300 list(
prijatych), které byly ve dvou subkorpusech (jako korespondence odeslana a prijata) ulo-
Zeny pod korpusovy manazer Bonito. Diky nému je mozné v korpusu vyhledavat rizné
sekvence znakl (slov, slovnich tvard, delSich Usek(), a ziskat tak cenné statistické Gidaje
o frekvenci jejich vyskytu.

Vzhledem k tomu, Ze vSechny dopisy byly opatfeny také doprovodnymi charakteristika-
mi (Udaji o pisateli/adresatovi dopisu, jeho vztahu ke Smetanovi a dobé napsani listu),
je mozné sledovat rozloZzeni zkoumanych jevu z hlediska socialniho (tj. vyskyt v dopisech
soukromych, polooficialnich ¢i oficialnich?®) i asového. Zjisténé vysledky Ize krom toho

23) ,Avoiding strategy“ spociva v tom, Ze mluvéi ciziho jazyka davaji prednost psané komunikaci pred komunikaci
mluvenou, pfi niz se nemohou opfit o podplrné prostredky jako slovnik, jazykovy korektor, radu jazykové zkuSe-
néjsich kolegl a pro niZ nebyli pfi vyuce jazyka dostate¢né vycviceni. Takto jsme ji zaznamenali v cesko-némecké
firemni komunikaci (srov. NEKVAPIL, Jifi - NEKULA, Marek: On language management in multinational companies
in the Czech Republic, Current Issues in Language Planning 7, 2006, s. 307-327). U Smetany by tomu s ohledem
na jeho rodinnou a skolni jazykovou socializaci bylo zrovna naopak, tj. vyhybani by se tykalo psaného jazyka.

24) Korpus odeslané a prijaté Sesky psané korespondence BedFicha Smetany [CD-ROM], UCJ FF MU, Brno 2009.
25) Za pomoc pii jeho vzniku dékujeme Muzeu Bedficha Smetany v Praze, jez zapUjéilo zdigitalizované dopisy,
a dale Mgr. Pavlovi Rychlému, Ph.D., a doc. PhDr. Zdence Hladké, Dr. Pro Ucely védeckého badani je tento elekt-
ronicky korpus uloZen jednak na Ustavu éeského jazyka Filozofické fakulty Masarykovy univerzity, jednak v Muzeu
Bedficha Smetany v Praze. Pfi jeho tvorbé byly dopisy opatfeny novymi evidencnimi Cisly, k nimz jsou v korpusu
dohledatelné pUvodni signatury uzivané Muzeem Bedficha Smetany. Veskeré priklady ze Smetanovy korespon-
dence, které zde uvadime, citujeme podle tohoto korpusu, proto k nim neni pfipojen odkaz na konkrétni dopis.
26) K dopisiim oficidlnim je ovSem nutné pristupovat obezietné. Jak uz bylo feGeno, z fady poznamek ve
Smetanové korespondenci (viz tfeba vySe citovany dopis Josefu Srbovi z 4. srpna 1881) totiZ vysvita, ze pfi
jejich stylizaci Smetana vyuzival pomoc jinych osob - nechal si je kontrolovat nebo i celé sestavit nékym jinym.
Z tohoto dlivodu je nutné jazykovou analyzu opfit predevsim o listy soukromé a polooficialni, u nichZz se da
predpokladat, Ze je psal Smetana sam.
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porovnavat také s dopisy pfijatymi, z ¢ehoz je dale mozné usuzovat na pfipadnou obec-
nou dobovou rozsifenost konkrétniho jevu.

DalSim materidlem, ktery je tfeba pfi posuzovani jazykovych jev( vyskytujicich se
ve Smetanové korespondenci zohlednit, jsou dobové jazykové pfirucky. Poskytuji nam
nezbytny ramec, na jehoZ pozadi Ize teprve hodnotit Smetanovy eské projevy. Je vSak
nezbytné mit na paméti, ze tyto publikace nemaji normativni charakter, jak jsme zvykli
dnes, nybrz dobovy stav jazyka spiSe popisuiji. | tak se v nich ale obc¢as objevuji hodnoceni
¢i komentare, na jejichZz zakladé Ize dovodit, co bylo povazovano za Zadouci a zda se to
Kryje s tim, co bylo v béZném Gzu opravdu Zivé.

Vzhledem k omezenému prostoru tohoto pfispévku nemuizeme detailné analyzovat
vSechny jevy, jeZ se u Smetany objevuji. Na podkladé jazykovych pfirucek 19. stoleti se
proto zaméfime na momenty, které se od stavu v téchto publikacich zachyceného odchy-
luji, a z nich pak navic jen na ty, které jsou u Smetany vyrazné a opakované se vyskytujici.
JelikozZ se pro nas odrazovym mustkem stava vySe uvedena Smetanova jazykova biogra-
fie, rozdélime je do nékolika skupin s ohledem na Udaje, které jsme pfi jeji rekonstrukci
zjistili. Budeme se tak vénovat:

1. jevim, které Smetanovi Cini potize pravdépodobné proto, Ze si psanou formu
cestiny zacal osvojovat az v dospélém véku, a tudiz si je nemohl dostatecné zafixovat
a zautomatizovat;

2. jevlim, které jsou zapfi¢inény Smetanovym cesko-némeckym bilingvismem a jeZ se
do Smetanova ¢eského vyjadfovani dostavaji pod vlivem némginy;

3. jevim, které do Smetanou psanych dopisl pronikaji pod vlivem jazyka mluveného.

Do prvniho okruhu muZeme zaclenit fadu jevd pravopisnych.?” Neni prekvapivé, ze
Smetanovi Cini potiZze zapis ¢eskych slov tam, kde z vyslovnosti nelze odvodit zplsob
zapisu. Smetana se tudiz potyka napt. s psanim i/y, a to po pravopisné obojetnych sou-
hlaskach v zakladech slov (ubituje, dle [...] zviku, dobyrkou, pospychat), v koncovkach
(pro kusi klavirni, za predesli rok), ve shodé podmétu s prisudkem (zpévohry [...] aZ posud
bohuzel IEZeli; basné [...] mé priméli), a dokonce i po souhlaskach pravopisné mékkych &i
tvrdych (pri¢, triznéni, zahi, Vasych bojovnika).

Podobné je pro Smetanu problematicky zapis skupiny vyslovované jako [mne], ale psa-
né jako mé nebo mné (pisemé, spomélo, vdomné), velice ¢asto se to tyka tvarll zajmena
ja (ode mné, ted' mné [...] souZi; potom mé musite napsat, velky honorar mé dati chce).

S neadekvatnim zplsobem zapisu se setkavame také u s/z/vz na pocéatku slova
(scela, vshledem). Mnohdy jde o vyrazy, u nichZ vstupuje do hry vyslovovana podoba
(vyslovnostni spodoba hlasek) a které by tudiz patrily spiSe do treti vymezené skupiny
jevll (skousky, splisobem, strata sluchu a také tfeba skfiSeni ¢i spomnél, kde navic do-
chazi k ziednoduseni skupiny hlasek vz-). K témto pfipaddm je ovSem nutno pristupovat
s opatrnosti, nebot Smetanova korespondence miize pouze ilustrovat obecnou dobovou

27) Podrobnéji k pravopisné strance Smetanovy korespondence srov. RYCHNOVSKA, Lucie: Korespondence
Bedficha Smetany z hlediska pravopisného, in: M. Cornejovéa - L. Rychnovska - J. Zemanova (eds.): D&jiny
Geského pravopisu (do r. 1902), Host, Brno 2010, s. 402-412.
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rozkolisanost zapisu - napf. slovnik Frantiska St&pana Kotta z let 1878-1887 uvadi
podobu skouska i zkouska, splsob i zplsob, stratiti i ztratiti, spomenouti, zopomenouti
i vzpomenouti, skfisiti, zkrisiti, vskrisiti i vzkFisiti, podobné u Smetany ¢teme také zkous-
ky, zoomnél, zplsobem, ztratit.

Deficit Skolniho vzdélani v ¢estiné, resp. o ¢estiné, se projevuje rovnéz v roviné tvaro-
slovné nebo, presnéji feceno, u jevu stojicich na pomezi morfologie a syntaxe. Smetana
nékdy voli nespravné koncovky, a to u substantiv (s upokojenou mysl, vSimat nasich pra-
cich, hejno [...] skakavych sinfoniich, v mym plnomocenstvym), ale také u adjektiv (urcit
jemu v scené nejblizSimu pana zpévaka, s vrtkavem applausem). Jak je z uvedenych
priklad(l patrné, roli zde pfitom mnohdy hraje tzv. skladebni spodoba spodivajici v tom,
Ze Smetana pfipoji k zakladu slova nespravnou koncovku pod vlivem tvaru stejné zakon-
¢eného, blizko stojiciho.

V ramci sklonovani pridavnych jmen a zajmen zjistujeme dominanci koncovek tvrdé
adjektivni deklinace. Smetana je pripina k adjektivnim tvarGm mékkym?® (k financnym
organum, S uctou nevsednou, cizé city)?, ale také k adjektiviim privlastnovacim (o po-
bytu Bendlovém v Praze, na slova Halkova, v ProkSové Skole), k zajmenUm (pravo na
vSechné moje skladby, na vSechné ¢asy) ¢i k Gislovkam (zastreli jsem jedného zaice, jed-
ného krasného rana). U zajmen privlastiovacich nas a vas se pak opakované vyskytuji
koncovky adjektivni deklinace mékké (v nasim smyslu, ve Vasim elaboratu).

Nespravné tvary tu a tam najdeme také u sklonovani zajmen osobnich (o vyrovnani
mezi maminkou, Tebou, a mné; Co zaklad bere on nasi correspondenci [...] a dava jim
dulezZitost) nebo Cislovek, zvl. Cislovek dva a oba s pozlstatky duadlové deklinace (ku
,Dvém vdovam*, ke ,Dvoum vdovam®*, s textu obouch osob). Druhé dva uvedené tvary
jsou pritom dobovymi gramatikami hodnoceny jako vlastni obecné mluvé.*° To uz bychom
se ale dostali k jiné skupiné jev(, totiz k tém, které odrazi vliv mluvenosti. Jim se budeme
vénovat az v zavéru nasi studie.

Presunme se nyni k pfipadliim, u nichz mizeme pozorovat interference mezi ¢estinou
a némcinou.3 Opét se s nimi setkdvame v pravopisu, a to pfi psani obecnych jmen s vel-

28) Podobné jako u nékterych pripadll vySe se ovSem ani zde nesmime nechat ovlivnit nasim sou¢asnym
jazykovym povédomim. Dobova jazykova situace totiz mohla byt jind nez dnesni a néktera adjektiva, jeZ dnes
sklonujeme jako tvrda, byla mékka a naopak. Priklady, které uvadime, jsou vSak chybné i podle dobového Uzu
(srov. KOTT, Frantigek St&pan: Cesko-némecky slovnik zvlasté grammaticko-frazeologicky, Tiskem a nakladem
knihtiskarny Josefa Kolare / Tiskem a nékladem knihtiskarny Frantiska Simacka, Praha 1878-1887).

29) Jen ojedinéle se naopak koncovky mékké objevi u pfidavnych jmen tvrdych (napt. k svobodni spotiebé).
30) Srov. HANKA, Vaclav: Miluvnice ¢eského jazyka na zakladé soustavy Dobrovského, V knihkupectvi Vaclava
Hessa, Praha 1849, s. 141-142; HATTALA, Martin: Srovnavaci mluvnice jazyka ceského a slovenského, Nakla-
dem Calveova knéhkupectvi, Praha 1857, s. 245-246; ZIKMUND, Véaclav: Grammatika jazyka ¢eského pro niz-
Si gymnasia. I. oddéleni, Nakladem knéhkupectvi I. L. Kober, Praha 1865, s. 79. Tvar dvoum pfipousti az Tomi-
&ek (srov. TOMICEK, Jan Slavomir: Miuvnice éeska, Nakladem Bedficha Tempského, Praha 1867, s. 99-100).
31) Kvlivu némginy na Smetanovo &eské vyjadfovani srov. také RYCHNOVSKA, Lucie: ...zapovidém, by se kon-
trolirovalo, jest-li ja pracuiji... Aneb o vlivu ném¢iny na Cesky jazyk Bedficha Smetany, in: J. Hladky - L. Rendar
(eds.): Varia XIX. Zbornik plnych prispevkov z XIX. kolokvia mladych jazykovedcov, Trnava - Modra-Harménia
18.-20. 11. 2009 [CD-ROM]; Pedagogicka fakulta Trnavskej univerzity v Trnave / Slovenské jazykovedna spo-
lo¢nost pri SAV, Trnava 2010, s. 322-324.
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kym pocatecnim pismenem (do Hotelu, nékolik novych Motivd, ...bych vydal Partituru),
znaceni zdvojeni pismene ¢arkou nad prisluSnou literou (0 zménu programu, svym ko-
mandem, pro sl. Lauschmanovou, vilou, odraz némgéiny prozrazuje grafickd podoba slov
i v jinych pripadech (do hudebni interpratace, to jsou cigarra, dostal jste rolly). Je ovéem
tfeba podotknout, Ze némdéinou ovlivnény zapis mohl byt u nékterych vyraz(i véeobecné
rozSifen - viz tfeba v citovaném dopisu se objevujici interess, k uspéchu jeho nejnovéjsi
operetty, podobné tfeba u kassy, moje korrespondence atd. (doklada to pohled do dobo-
vych jazykovych piiruéek - srov. slovnik F. S. Kotta - i do pfijaté korespondence).

Z némciny také pochazi fada vyrazl, jez Smetana zaclenuje do svych projevd. Po-
nechava je pritom v plvodni podobé (nékdy je dokonce piSe kurentem, ackoli je okolni
Cesky text zapsan latinkou): myslet na: Abgédnge, Koronen, Applaus po vété; aby konec
arii byl ,applausféahig*, vylohy zpravim, jak do Prahy pribudu, taky traddm co ,Einkehr-
geld“. Jindy jsou adaptovany (pravopisné&, morfologicky) - krom vySe zminénych pfipad
uvedme treba: ...se mné offeriruje, méné passuje, vkusnymi rantlemi.

Ve Smetanovych dopisech se dale setkavame s obraty, jez vznikaji doslovnym preloze-
nim némeckych konstrukei: stoji Vam k disposici (zur Disposition stehen), drzel by tu roli
za epizodni (etwas flr etwas halten), Davam jesté jednou moje vielé diky (zfejmé podle
ném. jemandem seinen Dank abstatten), pouzit pfileZitosti této (die Gelegenheit nutzen).
Podobné je tomu u vyskytu nékterych slovesnych predlozkovych vazeb tam, kde ma ¢esti-
na vazby bezpredlozkové: S tou divokou pomstou skonci cela skladba (mit etwas enden),
prijedu do Prahy [...] s polednim viakem (mit etwas kommen).

Tim, Ze si Smetana zacina cesky jazyk v psané formé soustavné osvojovat az v dospé-
Iém véku, Ize pravdépodobné vysvétlit také zamény v uziti pfidavnych jmen a pfislovci:
zna cesky psat; na [...] svéreni od Tebe téZ némecké psané; aby nase pratelstvi ziistalo
trvanlivé; Diplomaticky by to psani muselo byt. Roli v tomto pfipadé ovSem nepochybné
sehrava i situace v némeckém jazyce, kde u zakladni formy (deutsch, diplomatisch atd.)
nelze rozlisit mezi adjektivem a adverbiem.

Obdobného razu jsou také Smetanovy problémy s adekvatnim uZitim zvratného priviast-
novaciho zajmena svdj, nebot ani v tomto pfipadé nem(ize Smetanovi poskytnout oporu
némcina, jez nedisponuje ekvivalentnim tvarem zvratného zajmena privlasthovaciho. Sme-
tana piSe napt.: bych tim [...] a priori devastoval moje viastni dilo; zapomenu na muj neblahy
stav nynejsi; Pis brzo / Tvému Bedrichovi. Neklade tedy sviij do vét, kde privlastiuje podmétu
a kde by podle dobovych pfiruéek zvratné privlasthovaci zajmeno stat mélo (uZiti priviastno-
vaciho zajmena nezvratného je v ¢estiné té doby stejné jako dnes povazovano za chybné).>?
Naopak ho Smetana zase uziva tam, kde podmétu nepfivlastiuje: nevdék svému umélci
nemél by se tak rozsirovat; VZdyt Vam pro svoje zdokonaleni [...] nezbyva tolik Casu.

Neni prekvapivé, Ze vliv némciny lze vystopovat také v roviné syntaktické. Vétné struk-
tury po vzoru némdiny byly obecné rozsSirené, a tak se i u Smetany objevuji tzv. ramcové
konstrukce spocivajici v postaveni plnovyznamového slovesa na konci vétného celku,

32) Srov. napf. HANKA, Véaclav: Mluvnice ¢eského jazyka na zakladé soustavy Dobrovského, V knihkupectvi
Véaclava Hessa, Praha 1849, s. 51-52; HATTALA, Martin: Srovnavaci mluvnice jazyka ¢eského a slovenského,
Nékladem Calveova knéhkupectvi, Praha 1857, s. 230-231.
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vyskytuje-li se ve spojeni se slovesem modalnim: nechci nikterak ani dost malo na ujimu
vykonUy slecny Sittové néco zkratit; musim pozorné a pomalu psat. Stejné tak je az na ko-
nec vétného celku kladen urcity slovesny tvar ve vedlejsich vétach: jest-li totiz muj pomér
k divadiu®3® ku koneénému vyfizeni do té doby dojde; které moje stary Branibory z novu
do Zivota privadéji; kdyz ona tu rolly takorka v novym rouchu proved|a.

Posledni okruh jev(, na néZ se upfe nase pozornost, jsou ty, které prozrazuji vliv mlu-
vené podoby jazyka. Tak jako u obou vySe zminovanych skupin setkdvame se s nimii zde
na Grovni pravopisné. Patfily by sem pfipady odrazu vyslovnostni spodoby (tzn. toho, Ze
skupinu souhlasek vyslovujeme znéle nebo neznéle podle posledni z nich) v grafické po-
dobé slov (lechky, téska, heské), ztraty znélosti na konci slova pred pauzou (as, us, sloch)
¢i zjednodusSeni skupin hlasek, k némuz pfi vyslovnosti dochazi (dycky, kuli, s kerou, jme-
novat mizeme také napf. frekventovanou staZzenou formu naky).

Z mluveného Uzu pochazi v roviné hlaskoslovné diftongizace y > ej (nakej, poctivej,
druhy sesity, rakousky mince, ty véény vycitky).

Co se tyée uvedenych forem mnozného &isla (druhy sesity apod.), souvisi jejich pra-
nik i s tendenci sjednotit podobu adjektivnich (popf. zajmennych) pluralovych koncovek
vSech rodl. SvUj odraz tento sklon nachazi ve Smetanou psanych dopisech ojedinéle
také u maskulin Zivotnych (mlady Polakové; vseliky ty kfiklouni a mudrlanti) ¢i neuter
(dévéata [...] nejsou dosud zvany).

Jiny projev zminéné snahy lze vypozorovat ve tvarech 7. pAdu mnoZného Cisla, kde se
u podstatnych a pridavnych jmen vSech rod(, popt. i u zajmen, hojné objevuje jednoznacna
(dany pad jasné vyjadrujici) koncovka femininni - vokal + -mi, event. dualova - vokal + -ma:
rantlemi, s Spektaklemi, mistami, s penézma, mezi polkama, nékolika zlatyma, s nima.

Z mluvenych projev( se do Smetanovych dopist dostavaji také formy 1. padu mnoz-
ného Cisla Zivotnych maskulin tam, kde by mél byt pad 4.: pro moje dédici, jsem [...]
nékteré solisté cvicil, opije zbrojnosi. Na rozdil od jev( vySe zminovanych, které mizeme
povaZovat za vSeobecné rozSifené, se vSak v tomto pfipadé setkdvame s prvkem, jenz je
vazan pouze na uréité Gzemi, a to na oblast severovychodoceskych dialektl.3* Stejného
charakteru jsou pak slovesné tvary typu mluvéji, noseji, plazeji, utvoreji, voleji, zkazeji. Pri
pohledu do mluvnic 19. stoleti zjiStujeme, Ze se v téchto pripadech, tj. ve tvarech 3. os.
pl. indikativu prézenta aktiva sloves 4. tfidy typu prosit, pfipousti pouze -i, nikoli -gji, popf.
-€ji.3% V tomto pfipadé uvedené formy zasahuiji areél stfedoceskych a severovychodni ¢ast
dialektll jihozapadoceskych.3¢ Srovname-li teritorialni rozsireni dvou posledné zminénych

33) Znakem i zaznamenavame pripady, kdy kvuli nedbalosti psani nelze rozhodnout, zda se jedna o i nebo /.
34) Srov. BALHAR, Jan a kol.: C‘eskjjazykovy atlas 4, Academia, Praha 2002, s. 248-252.

35) Srov. HANKA, Vaclav: Miluvnice ¢eského jazyka na zakladé soustavy Dobrovského, V knihkupectvi Vaclava
Hessa, Praha 1849, s. 162; HATTALA, Martin: Srovnavaci mluvnice jazyka ¢eského a slovenského, Nakladem
Calveova knéhkupectvi, Praha 1857, s. 290; ZIKMUND, Vaclav: Grammatika jazyka ¢eského pro nizsi gym-
nasia. I. oddéleni, Nakladem knéhkupectvi I. L. Kober, Praha 1865, s. 110; TOMICEK, Jan Slavomir: Mluvnice
ceska, Nakladem Bedficha Tempského, Praha 1867, s 168.

36) Srov. BALHAR, Jan a kol.: Cesky jazykovy atlas 4, Academia, Praha 2002, s. 448-449.
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jevll s Gdaji ze Smetanova Zivota, zjistime, Ze jejich narecni prislusnost presné odpovida
mistim, kde se Smetana v dobé svého détstvi a mladi pohyboval. Mohl je tudiz slySet
z Ust zdejsich mluvcich, osvojit si je a nasledné zaclenit do svych vlastnich projevd.

Hovofime-li v této ¢asti o vlivu mluvenosti na Smetanovy psané projevy, je tfeba na
zavér nasi studie pfipojit zminku o momentech plynoucich ze samotného charakteru ko-
respondence, jak jsme o ném mluvili v Gvodu. VySe jiZ bylo feCeno, Ze korespondence je
svého druhu dialogem, a tak v ni nalezneme strategie, které mluvéi voli v bézné dstni
komunikaci - mame na mysli uziti rdznych kontaktovych prostredkd, jako jsou osloveni
(Velectény pane kapelniku!), otazky (Co pak délaji moje Polky?; Kdypak mné je posles?;
Zprateli-li se pani a damy se svymi partiémi?), formy pro vyjadreni zadosti (PrileZitostné
vyfidte laskavé Bendlovi moji upfimnou gratulaci; jen bych Zadal aby se do knizky pripsa-
li, posli je mé sem), pobidky k reakci (piS mné o tom; tak mé hned odepiste; prosil bych
0 zpravu o tom), uZziti zajmen, jejichZ prostrednictvim se mluvci obraci na adresata (k Va-
Semu prijmu do Prahy; Chtél jsem se Vam podékovati), obCas se setkame i s tzv. dativem
kontaktovym (Jsemt Vam nyni s tim odstrkovanim [...] cely rozmrzen).

DalSim typickym znakem mluvenych projevu je jejich ¢asté citové zabarveni a podob-
né je emocionalita pfitomna rovnéz v fadé Smetanovych listl. Projevuje se napfiklad
v uziti vét zvolacich (Prozatim preju Vam as 1000 zl. prijmu!; Slava Vsem!) i expresivnich
vyrazQ (zatrolené korrektury; vseliky ty kriklouni a mudrlanti; abych [...] daval narodu
hudebni taitrlictvi), expresivita je také nedilnou soucasti obraznych vyjadreni, jimiz jsou
Smetanovy projevy zhusta protkany (pfivedete-li je [zpévohry] ku skFfiSeni z mdloby, ve
které az posud bohuZel IéZeli; budu muset chodit po svété s flasinetlem; kdy zaénou
skousky na prknech; musi ji [skladbu Hakon Jarl] nad oby¢ejné hejno ouvertur a skaka-
vych sinfoniich postavit; neni zapotreby, aby se osoby bud' zblaznily, aneb smrti posli, aby
byly dramaticky), a pfedstavuje tak dosti podstatny rys jim tvofenych komunikatg.

Predlozena analyza Smetanovy korespondence ukazala na limity vyjadfovani Bedfi-
cha Smetany v cestiné. Velmi dobfe tak ilustruje, Ze mentalni proména spolecnosti od
identity lokalné-zemské k identité jazykové narodni a pfiklon k ¢estiné se i u aktivnich
protagonistd narodniho uméni - podobné je tomu mj. i u Josefa Manesa ¢i Antonina
Viktora Barvitiuse a jinych ceskych vytvarnych umélcli a architektll - odehrava primarné
v symbolické roviné a predbiha schopnost a vlastné i moznost pIné ovladnout jeji psanou
podobu a uplatnit ji bezvyhradné v nejriiznéjsich oblastech bézného Zivota, véetné sféry
vefejné. Na druhou stranu, ackoli mize Smetanova korespondence vykazovat nedostat-
Ky pravopisné ¢i gramatické, je to snad hlavné pravé naposled zminovana schopnost
neotrelého a metaforického vyjadfovani, diky niz nas do sebe Smetanovy dopisy dokazi
- stejné jako jeho hudba - vtahnout a upoutat nas. Proto si korespondence zaslouZi nasi
pozornost nejen jako zdroj informaci o osudech uréitého ¢lovéka, o fungovani dobové
spolecnosti a hudebni kultury, ale také jako neocenitelny pramen pro poznani jazyka
konkrétniho mluvéiho a skrze néj casteéné i Sifeji pro poznani jazyka dané doby.
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Bedrich Smetana’s Use of
the Czech Language'

MAREK NEKULA AND LUCIE RYCHNOVSKA

he authors of this study create a ‘language biography’ of Bedfich Smetana (1824-84),

determined mainly by Czech and German, based on his correspondence and other
sources. Theythen discuss his written Czech, influenced directly and indirectly by the Czech-
-German language contacts typical of the Czech lands during the nineteenth century. The
‘language biography’ takes into consideration the form and usage of Czech and German in
various environments (family, school, church, work, office, culture, and free time) in view of
both the locations where Smetana lived and the status and prestige of the two languages in
the Czech lands as they changed over the course of time. The analysis of Smetana’s Czech
addresses all linguistic levels: spelling, phonetics, morphology, vocabulary, and syntax.
The article demonstrates that Smetana can be considered a bilingual user of Czech and
German, who was capable of communicating in both languages in a whole spectrum of
language situations, even though his written Czech shows certain limitations which he
consciously endeavoured to overcome during the second half of his life.

Bedrich Smetana - nineteenth century - correspondence - sociolinguistics - language
biography - bilingualism - linguistic analysis

Persons notable for outstanding accomplishments usually attract the interest of
both scholars and the general public, including interest in their private lives, which
often fascinate us today in themselves thanks in part to the time elapsed and the
concomitant changes in political context, way of life, etc. This may involve aspects of life
that were commonplace and unremarkable at the time, but which have nevertheless
been documented as part of the life stories of these exceptional figures, affording
a look at everyday life at the time when they lived. It is in this sense that our study
approaches the life of Bedfich Smetana (1824-84). We are not interested here in his
impact on the history of music in the Czech lands or elsewhere, nor are we trying
to reconstruct the ‘authentic’ sound of his compositions based on musical notation

1) This article came into being as part of the project Soukroma korespondence 20. stoleti. RozsSireni
korpusovych zdroji, nové moZnosti lingvistického vyuZiti (Private Correspondence of the Twentieth Century:
Expansion of Sources Consisting in Bodies of Correspondence, and New Possibilities for Linguistic Utilization,
GAP406/10/0823) undertaken at the Institute of the Czech Language of the Masaryk University Faculty
of Arts, and of the National Museum’s research project Osobnosti ¢eské vedy a kultury (Important Figures
in Czech Science and Culture, MK0O002327202) with the subtopic Kriticka edice korespondence Bedricha
Smetany a novy védecky katalog pramenného fondu jako jeji nezbytné vychodisko (A Critical Edition of the
Correspondence of Bedfich Smetana, and a New Scholarly Catalogue of the Sources as Its Indispensible
Starting Point).

Musicalia 1-2 /2012 ® 21



Marek Nekula and Lucie Rychnovska

or comments concerning performance of his works; rather, we are interested in his
personal life story.

Naturally the life of Smetana has been and still is the focus of great attention, just as is
his compositional bequest. Our approach is new in that we are not reconstructing his life as
a whole but creating his ‘language biography’, and on that background analyzing the nature
of his language in the awareness that he lived and worked on the linguistic boundary between
Czech and German. But creating Smetana’s ‘language biography’ is useful not only from the
standpoint of linguistics: it has significant value also for a better understanding of the period,
and of the biographical context of the origin and reception of his works. Among leaders of
the nationalist movement during the nineteenth century, who starting in the 1860s included
Smetana, one can note a symbolic ‘declaration of allegiance’ to the language and the
nationalist ideology. This did not necessarily mean perfect mastery of written Czech.* In the
1860s and 1870s, however, this form of national revival was obviously no longer sufficient.
Therefore when EliSka Krasnohorska chastised Smetana for a ‘foreign accent’ in phrasing (see
her letter to him of 11 May 1871)? this was not only insulting but posed a certain threat to him
in the context of Czech nationalist ideology of the nineteenth century, which viewed language
as an essential, inherent trait of the nation. The pressure of the language ideology of the time
is reflected not only in Smetana’s own attitudes and behaviour as concerns language, but in
the efforts by his biographer Zdenék Nejedly, almost hysterical from today’s point of view and
leading him even to falsification (misleading transcription) of source material, to demonstrate
the ‘Czechness’ of Smetana’s music by methods that included ‘Czechification’ of his family
background and exaggeration of his knowledge of the Czech language.®

For the purposes of our research the sources consist of various governmental records
and Smetana’s own writings, i.e. his diaries and especially his correspondence. To

1) Inthe first half of the nineteenth century this was a position typical of German writers interested in Bohemia.
See e.g. HOHNE, Steffen: ‘Die literarische Instrumentalisierung der bdhmischen Geschichte im Vormarz. Hus und
die Hussiten’, in Klaas-Hinrich Ehlers et al., eds.: Briicken nach Prag: Deutschsprachige Literatur im kulturellen
Kontext der Donaumonarchie und der Tschechoslowakei, Lang, Berlin 2000, pp. 43-80; HOHNE, Steffen:
‘Bohmische Utopien: Der Bohemismus-Diskurs in der Zeit der Restauration,” in W. Koschmal, M. Nekula, and
J. Rogall, eds.: Deutsche und Tschechen. Geschichte - Kultur - Politik, Bundeszentralle fir politische Bildung, Bonn
2005, pp. 623-37; and KORALKA, Jifi: ‘Welche Nationsvorstellungen gab es 1848 in Mitteleuropa’, in R. Jaworski
and R. Luft, eds: 1848/49 - Revolutionen in Ostmitteleuropa, Oldenbourg, Munich 1996, pp. 29-46. For the new
era, concerning ‘declaration of allegience’ to ‘Germanness’ without knowledge of the German language see e.g.
NEKVAPIL, Jifi: ‘On Non-Self-Evident Relationship between Language and Ethnicity: How Germans Do Not Speak
German, and Czechs Do Not Speak Czech’, Multilingua 19, 2000, pp. 37-53.

2) OCADLIK, Mirko: Eliska Krasnohorské - Bedfich Smetana. Vzéjemna korespondence (The Mutual
Correspondence of Eliska Krasnohorské and Bedfich Smetana), Topi¢, Prague 1940, pp. 35ff.

3) NEJEDLY, Zdenék: BedFich Smetana, Vol. 1, SVU Manes, Prague 1924; Bedfich Smetana, Vol. 1, Doma
(At Home), Hudebni Matice Umélecké Besedy, Prague 1924; Bedrich Smetana, Vol. 2, Na studiich (Studies),
Hudebni Matice Umélecké Besedy, Prague 1925; Bedrich Smetana, Vol. 3, Praha a venkov (Prague and
the Countryside), Hudebni Matice Umélecké Besedy and Shor pro postaveni pomniku Bedfichu Smetanovi
v Praze, Prague 1929; Bedrich Smetana, Vol. 4, Ve spolecnosti (In Society), Melantrich, Prague 1933.
Concerning Nejedly’s distorted portrayal of Smetana from the standpoint of language see NEKULA, Marek and
RYCHNOVSKA, Lucie: ‘Smetanova ¢estina v dobovém kontextu (Smetana’s Czech in the Context of His Time),
Hudebni véda (Musicology) 47 (2010), No. 1, pp. 43-76.
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Jakou c¢estinu uzival Bedfich Smetana?

begin with we shall attempt to illustrate
the many-layered nature of his letters
as a source of information about the
participants in the given correspondence
and about the time in which they lived via
one example: a letter from Smetana to
Adolf Cech, conductor for the Provisional
Czech Theatre (here translated from the
original Czech, which is shown in facsimile
in the Czech version of this article):

Most honoured conductor,

My operas are at your disposal, and
I shall be grateful if you awake them
from the slumber in which they have
unfortunately lain so far.

I'would be especially pleased if Dalibor
could be remembered during the winter
season, provided my relationship with the
theatre is definitively clarified by then.

At the moment I am quite annoyed
by the shoving aside of my affairs, and
on top of that [ am incapable [of doing

EliSka Krasnohorska

Fotografie / Photograph, Hynek Fiedler,
Praha / Prague, [1870]

NM-CMH-MBS inv. &. / inventory no. 429

anything]. It is no trifling matter, to be
without any pay or income since May!

In the end I may have to walk the world with a barrel organ.

If I were in a normal state of mind I would come to Prague for the performance for
your benefit; but in this present condition of stress I have lost all appetite, all interest,
in art, even in my own works.

For the time being, I wish you income of about 1,000 florins!

If you have a chance please convey my sincere congratulations to Bendl on the
success of his latest operetta. I have always been pleased by his lovely talent.

My most cordial greetings to all the gentlemen and ladies who are bringing my old
Brandenburgers back to life. I welcome Mr. Grund with a feeling of joy. Glory to all!

With a sincere heart, your devoted friend Bedi. Smetana

In Jabkenice, 30 August 1877

Please have news sent to me about the outcome of the evening in your honour.

There is no doubt that everybody can find passages of interest even in this short letter
- musicologists, biographers trying to capture Smetana'’s life story in its full breadth, and
perhaps even the general public for whom this giant of Czech national music comes alive
as a human being having cares and joys, expressing emotions. But correspondence is
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a unique source of knowledge not only because of its content. Also worthy of attention is
its use of the language. We can take note of peculiarities in spelling, e.g. ‘stratil’ (standard
correct spelling ‘ztratil’) meaning ‘lost’, as well as in grammar, e.g. ‘odstrkovanim mych
zalezitostech’ (correct form ‘zaleZitost’) meaning ‘by the shoving aside of my affairs’.
Some words and expressions betray the lexical or syntactic-lexical influence of German,
such as ‘interess’ (Czech spelling ‘interes’, English ‘interest’), or ‘zpévohry stoji Vam
k dispozici’ (operas stand at your disposal, this being a literal translation of a German
idiom). Noteworthy as well are the imagery and colour of Smetana’s manner of expression:
‘if you awake them from the slumber in which they have unfortunately lain so far’ and
‘I may have to walk the world with a barrel organ.’ Linguists study this type of information,
and this is also the task we have set for ourselves in this article. (In the case of this
letter to Prochazka and also various traits of Smetana’s Czech we analyze later, many
additional examples may be found in the Czech version of this article.)

Why should we take notice of this aspect of Smetana’s life? As hinted above, he
lived at a time when the dominant means of communication in the public sphere was
German, but on the other hand the Czech nationalist movement was on the rise, striving
among other things to develop and cultivate the Czech language and to return it to all
types of communication. The question arises of what the Czech language was actually
like during this period, i.e. what kind of Czech did people in the nineteenth century use
in communication. We can help answer this question thanks to the specific nature of
correspondence, which is the subject of our analysis. Linguists sometimes define
a separate ‘epistolic’ style used in letter-writing. However, they also draw attention to
its close relationship to other functional styles, and in the case of private letters a close
interconnection is often seen with the common mode of communication. Although letters
are a written form of communication without direct contact between the speaker and the
addressee, they are very similar to dialogue (albeit dialogue conducted at a distance)
and share many features with everyday speech.’ Thus correspondence offers especially
interesting material for study.

Another undeniable advantage in studying Smetana’s correspondence in particular is
that he was not a man of letters or a journalist, not a person who dealt with the language
professionally; rather, as a speaker of the Czech language in the nineteenth century he was
entirely a child of his time. To him language was merely a means of communication, not the
instrument and object of his artistic work. In this respect Smetana is a better representative
of his generation than e.g. Bozena Némcova or Karel Havlicek Borovsky. He differs from

4) KARLIK, Petr, NEKULA, Marek, and PLESKALOVA, Jana, eds.: Encyklopedicky slovnik Gestiny (Encyclopaedic
Dictionary of the Czech Language), NLN, Prague 2002, p. 449.

5) JELINEK, Milan: ‘Styl epistolarni’ (The Epistolic Style), in P. Karlik, J. Pleskalova, and Z. Rusinova, eds.:
Pocta Dusanu Slosarovi. Sbornik k 65. narozeniném (In Tribute to Dusan Slosar: A Compendium His Sixty-
Fifth Birthday), Nakladatelstvi Albert, Boskovice 1995, pp. 126-37. Concerning specific traits of epistolic
texts found in Smetana’s correspondence see also RYCHNOVSKA, Lucie: ‘Korespondence jako pramen
jazykového zkoumani (na materidlu korespondence Bedficha Smetany)’ (Correspondence as a Subject of
Language Research, Using the Example of Correspondence of Bedfich Smetana), in V. Gvozdiak, ed.: Bohemica
Olomucensia 2 - Linguistica, Univerzita Palackého v Olomouci, Olomouc 2011, pp. 295-99.
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other residents of the Czech lands during his time and of his social class who were ‘average’
in terms of language mainly in that, because of the unique value of his music, documents
related to his life have been preserved in museums, and in part already described though
not primarily with respect to his language. Thanks to these circumstances we can now
reconstruct Smetana’s life story and his ‘language biography’. And in so doing we can
contribute to knowledge of the language situation in the Czech lands during the nineteenth
century, because the language biography of Friedrich (later called Bedrich) Smetana was
typical of the middle class: bilingual childhood and youth, education conducted in German,
hovering on the boundary between German and Czech both professionally and privately, with
a final shift from German to Czech in both the private and the public sphere in the context of
the transformation of Czech society, perhaps delayed a bit by his sojourn in Sweden.

Let us now take a closer look at these facts. In a letter to EliSka Krasnohorska of
25 November 1876 Smetana wrote:

Thank you, dear friend, for your letter; it refreshed me. You are right that I don’t like
writing letters, but the reason is that for one thing I write poorly in Czech - I did not
learn it when I was young, [ was Germanized, and in my old age I have not had enough
time for that, and for another thing I have in my inner self some laziness and antipathy
towards all letter-writing.

However, writing letters to dear people is an exception, and only you yourself are the
reason why I may count you in first place among them.

If we are to analyze the nature of the language in Smetana’s correspondence and especially
if we are to interpret it appropriately, knowledge of his life and of the language situation at
that time (to which he refers in his remark that he could not learn Czech in his youth because
he was Germanized) is absolutely indispensable. For our investigation we shall use socio-
linguistic methods, in particular the above-mentioned method of a language biography,® as
a means of learning about the language situation during the period in question. Knowledge
of a given language situation mediated to us by general history, i.e. for example knowledge
of language laws and regulations of the time, makes it easier for us to construct a particular
language biography in an appropriate way.” In the case of living respondents one works with

6) Concerning language biographies (including the issue of their integration into qualitative research),
see NEKVAPIL, Jifi: ‘Language Biographies and the Analysis of Language Situations: On the Life of the
German Community in the Czech Republic’, International Journal of the Sociology of Language, 2003, pp.
63-83 and FRANCESCHINI, Rita: ‘Sprachbiographien: das Basel-Prag-Projekt (BPP) und einige mogliche
Generalisierungen bezlglich Emotion und Spracherwerb’, in R. Franceschini and J. Miecznikowski, eds.: Leben
mit mehreren Sprachen. Sprachbiographien / Vivre avec plusiers langues, Biographies langagiéres, Peter Lang
Verlag, Bern 2004, pp. 121-45.

7) Concerning reconstruction of the language situation during Smetana’s time from the historical point of
view, see the brief summary with references to literature in MALY, Karel: ‘Sprache - Recht und Staat in der
tschechischen Vergangenheit’, in J. Eckert and H. Hattenhauer, eds: Sprache - Recht - Geschichte, C. F. Mlller
Juristischer Verlag, Heidelberg 1991, pp. 57-281. From the socio-linguistic point of view see NEWERKLA, Stefan
Michael: Intendierte und tatséchliche Sprachwirklichkeit in B6hmen. Diglossie im Schulwesen der b6hmischen
Kronldnder 1740-1918, WUV Universitatsverlag, Wien 1999 and BERGER, Tilman: ‘Nation und Sprache: das
Tschechische und das Slovakische’, in A. Gardt, ed.: Nation und Sprache. Die Diskussion ihres Verhéltnisses
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‘narrative interviews’; in constructing language biographies of persons from earlier times
we can rely on fragments of testimony from the person in question scattered in diaries,
correspondence, and memoirs concerning her or his language and how it was mastered and
used. One can and must also take into account other sources of information, such as the
very choice of language at various times in consideration of the topic and the addressee, or
such items as certificates and records of births, deaths, and marriages.®

Our starting point lies in Smetana’s statements commenting on and evaluating his own
level of ability in Czech. A pessimistic view of this matter, similar to that expressed in the
above-cited letter to Krasnohorska, is found in a letter to Jan Ludevit Prochazka he wrote
in 1860 in Goteborg (Gothenburg), still using the old, unreformed Czech spelling. It is the
second of his known letters written in Czech (after a letter to his parents from 1856), and the
first using modern script (the letter to his parents having been written in old Kurrentschrift):

I ask you above all to forgive all my mistakes in both spelling and grammar, of which
there are plenty in my writing, because I have never had the opportunity to consolidate
my command of our mother tongue. Having been educated in German going back
almost to my early childhood, both in schools and in social interchange, when I was
a student I did not bother to learn any more than I was forced to learn, and later the
divine art of music took up all my strength and all my time, so now I have to confess
to my disgrace that I cannot express myself or write properly in the Czech language.

Smetana’s testimony concerning the reason for his deficiencies in Czech must be
taken seriously, not only because he repeated it on a number of occasions but because
the historical facts support it. During the time of his childhood and youth there was no
alternative to education in German. Although Czech was used as an auxiliary language
in some gymnasia already before the revolution of 1848,° the first Czech-language
gymnasium was not established until 1862 in Tabor.° Thus German was not only taught
at schools as a subject but was also the language in which instruction in various subjects
was conducted. And this was true of the schools attended by Smetana.

in Geschichte und Gegenwart, Walter de Gruyter, Berlin / New York 2000, pp. 825-64. For a recent study
that includes a summary of historical literature see e.g. STOHR, Ingrid: Zweisprachigkeit in B6hmen, Bbhlau,
Kéln/Weimar/Wien 2010.

8) The method of language biographies whose starting point lies not in interviews but in written texts is
outlined in NEKULA, Marek and RYCHNOVSKA, Lucie, ‘Smetanova &estina [...]" (op. cit., note 4), pp. 43-76.
For a detailed consideration of the validity and analytic procedure of this method see NEKULA, Marek and
RYCHNOVSKA, Lucie: Korespondence jako zdroj dat a metody historické sociolingvistiky (Correspondence as
a Source of Information, and Methods of Historical Socio-Linguistics), in preparation. These studies include lists
of relevant scholarly literature.

9) For a more general discussion of the situation in education, see BURGER, Hannelore: Sprachenrecht und
Sprachengerechtigkeit im sterreichischen Unterrichtswesen 1867-1918, Verlag der Osterreichischen Akademie
der Wissenschaften, Wien 1995; NEWERKLA, Stefan Michael: Intendierte und tatsdchliche Sprachwirklichkeit
in B6hmen. Diglossie im Schulwesen der béhmischen Kronldnder 1740-1918, WUV Universitatsverlag, Wien
1999; and HROCH, Miroslav: V narodnim zajmu (In the National Interest), NLN, Praha 1999.

10) KORALKA, Jifi: Cesi v Habsburské Fisi a v Evropé 1815-1914 (Czechs in the Habsburg Empire and
Elsewhere in Europe, 1815-1914), Argo, Prague 1996, p. 104.
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Smetana began his school attendance in Litomysl in 1829 at the Piarist ‘folk school’
(Volkschule), i.e. primary school, with German as the language of instruction. During his
first year there he was rated very highly in German reading and pronunciation.’? In 1831 he
enrolled in a primary school in JindfichQv Hradec where German was again the language of
instruction and Czech was not even taught as a subject; later he moved on to the German
gymnasium in the same town. Starting in 1835 when he was eleven he attended the German
gymnasium in Jihlava, according to Nejedly for the purpose of deepening his knowledge of
German, and lived in the home of one of the professors.’? From 1836 to 1839 he studied
at the German gymnasium in Némecky Brod (today’s Havlickiv Brod). Although some of
his schoolmates there were Czech (e.g. the young Karel Havlicek Borovsky was studying
there at that time), and Nejedly characterized Némecky Brod as a purely Czech town,?
instruction was conducted in German. In 1839 at the age of fifteen he was sent to Prague,
to the Academic Gymnasium whose director was Josef Jungmann, where the language of
education was again German. There, in April 1840 when he was sixteen, he began to keep
his diary; he wrote it in German.* On 13 May 1840 he left the gymnasium in Prague without
having consulted his family. After the summer holidays that same year he was sent to Plzen,
to complete his gymnasium studies under the supervision of his cousin, FrantiSek Josef
Smetana, a professor of physics at the local college. In Plzen, too, the language of instruction
was German. After graduating from the gymnasium there in 1843 at the age of nineteen
the budding composer returned to Prague, where until 1847 (when he was twenty-three) he
studied composition at the Musical Educational Institute of Joseph Proksch. Yet again, the
language of instruction was German. Thus for about eighteen years of education Smetana
was confronted daily with both spoken and written German, which he also actively used.

On the other hand it must be said that Smetana’s retrospective evaluation of this
period, whereby he saw himself as a passive victim of Germanization, is a reflection of
the nationalist discourse of the period.® On 2 March 1841 he wrote into the diary he kept
while at the gymnasium in Plzen:

11) NEJEDLY, Zdenék: Bedfich Smetana, Vol. 2 (op. cit., note 4), p. 299.

12) Ibid., p. 17.

13) Ibid., pp. 143, 149.

14) Bothits original manuscript and a manuscript copy thereof are deposited in the Bedfich Smetana Museum
(Muzeum Bedficha Smetany, or MBS) in Prague. This museum’s collections have provided us with numerous
sources concerning Smetana’s use of the Czech language and his language biography: besides Odeslana
a prijata korespondence Bedricha Smetany (Sent and Received Correspondence of Bedfich Smetana) e.g. also
items from Osobni dokumenty Bedficha Smetany a jeho rodiny (Personal Documents of Bedfich Smetana and
his Family), namely a photocopy of the birth registry of ‘Friedrich Smetana’ (NM-CMH-MBS S 217,/2036) and
the originals of his church confirmation certificate (NM-CMH-MBS S 217/2) and announcements of the opening
of his music school (NM—CMH—MBS S$217/1811), as well as his diary - Smetana, Bedfich: Tagebuch (NM—CMH—
-MBS S 217/1080-6) - and the diaries of his first wife Katefina Smetanova neé Kolafova - Smetana (Kolar),
Katefina: Tagebiicher (NM-CMH-MBS S 217/1903-4).

15) Changes in language identity, whether during the course of a life (see TREICHEL, Barbel: Identitdtsarbeit,
Sprachbiographie und Mehrsprachigkeit. Autobiographisch-narrative Interviews mit Walisern zur sprachlichen
Figuration von Identitdt und Gesellschaft, Lang, Frankfurt/Main 2004) or according to the context of the discourse
of the time (see DE FINA, Anna, SCHIFFRIN, Deborah, and BAMBERG, Michael, eds.: Discourse and Identity,
Cambridge University Press, Cambridge 2006), are completely normal and natural for bilingual speakers.
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Oh God! Isn’t it laughable? A Girl has fallen in love with me, a Girl who has very little
education, who doesn’t even know German properly!! And besides that she’s older than I.
(German original in the Czech version of this article.)

Thus the young Smetana perceived German as the natural ‘Bildungssprache’. At
this point in his life German carried high prestige for him; he saw it as the language of
education, not of ‘Germanization’ or de-nationalization. Being a true Czech patriot did not
mean one had to limit oneself to the Czech language. Another diary entry, from 14 April
1841, reads as follows (emphasis added):

Mr. Brosch is kindness itself. And his wife!! She is even better. A tremendous patriot,
a true Czech. But this is not to say she doesn’t know German! On the contrary, she
understands it only too well.

Moreover, it is very likely that Smetana’s schooling was not conducted only in German.
As his diary entries show, a certain role was played by Czech as well:

26 July 1841:
Sermon [or lecture] in Czech.

5 August 1841:
We had class reading. The German speech by Sykora was very well prepared.

Jan Nepomuk Sykora was a teacher at the Premonstratensian monastery that had the
German gymnasium. Smetana lived with him during his first year in Plzen, and Czech was
apparently spoken in Sykora’s household, as also in the case of his later lodgings with
the forest keeper’s wife Wildmann and the Kolar family. Among Smetana’s schoolmates
and acquaintances, too, Czech served as a means of spoken communication. This is
indicated not only by Czech names that appear in the diaries such as Ludmilla, WIGzek,
WoditZka, Piwonka, Schindelai/Schindelarz, Brzehowsky, Krepinsky, Vendelin Rziha, and
Kolaf/Kolafz/Kolafz, but also by other language indicators: in his diary entry of 26 March
1841 Smetana switches from German to Czech when referring to one of the teachers by
his nickname ‘puncoska Beer’ (‘puncoska’ being a Czech word meaning ‘little stocking’).
It is clear that this nickname must have been given to the teacher by his Czech students,
and that they also used it in their communication in Czech.

Czech was probably also spoken in the household of Smetana’s parents. This can be
inferred from marriage contracts, records of births of their children, and private letters
(e.g. the father’s letter to the mother of 27 June 1828 and the composer’s letter to his
parents of 23 December 1856). However, German predominated with the Smetanas
at work and in society, as well as in their reading; they had a subscription to the Prague
German-language newspaper Bohemia. In the bilingual culture of the Czech lands at
that time German played the role of the written, higher language, whereas for Czech
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speakers, or more precisely Czech-German bilingual speakers, Czech played the role of
the lower, spoken language.’® The relatively high social position of the father, FrantiSek
Smetana (1777-1857, according to various letters and other documents also Franc/
/Franz Smettana), who at that time was the brewer at the Wallenstein castle in Litomysil,
is reflected in the given name of his son, found in the German form Fridrich or Friedrich in
registries of births, deaths, and marriages, in family correspondence, and in the introduction
to his own diary. However, the language of documents pertaining to his birth indicates that the
baptism of little ‘Friedrich’ was conducted in Czech and with Czech godparents. Also written
in Czech is the church confirmation certificate of ‘Friedrich Smetana’ dated 15 June 1836.

In Bedfich Smetana’s own family, starting with his marriage on 27 August 1849
to Katefina Kolarova (1827-59), both German and Czech were used until 1860.
Smetana’s own diary (begun 1840) and that of his wife (known for the periods
1849-53 and 1854-55) were both kept in German. They also corresponded with each
other in German: even at the dramatic moment when their daughter ‘Fritzi’ was dying, on
31 August 1855, Katefina wrote a letter to ‘Friedrich’ in German.?” On the other hand, use
of Czech in spoken communication within the family is documented e.g. by quotations in
Katefina’s diary of what the children had said (emphasis added):

[In German:] Now she [Fritschen]| spoke almost everything and often with much
reflection. For example she once saw me sitting at the window sadly, my head on
my hand. Immediately she stopped playing, came to me, and said with a sympathetic
expression: [in Czech:] You’re sad, mommy; you miss daddy, don’t you? I miss him,
too.

(Katefina Smetanova, manuscript copy of her diary from 1849-53 deposited in the
Smetana Museum, pp. 116-17.)

The music institute that Smetana led in Prague during the first phase of his career,
before leaving for Sweden, was partly oriented toward Czech patriotic clients; for example
Smetana taught a daughter of FrantiSek Palacky, a son of Katefina Podborska, and
a daughter of Josef Jifi Kolar. Here both languages were used in writing and perhaps in
speaking as well; at least the announcements of the institute’s foundation were printed
bilingually. Otherwise, however, Smetana’s professional life at this time was connected
primarily with German. This applies to his communications with Franz Liszt and other
musicians as well as to his business correspondence.

16) Concerning the concept of diglossia see FERGUSON, Charles: ‘Diglossia’, Word 15, 1959, pp. 325-40.
Concerning outward diglossia see FISHMAN, Joshua: ‘Bilingualism With and Without Diglossia; Diglossia
With and Without Bilingualism’, Journal of Social Issues 23, 1967, pp. 29-38; NEWERKLA, Stefan Michael:
Intendierte und tatsdchliche Sprachwirklichkeit in Bdhmen. Diglossie im Schulwesen der béhmischen
Kronlédnder 1740-1918, WUV Universitatsverlag, Wien 1999; VAN LEEUWEN-TURNOVCOVA, Jifina: ‘Jesté
jednou o diglosii v Cechach, tentokrat i z genderového zorného Ghlu (Yet Another Look at Diglossia in the Czech
Lands, This Time from the Viewpoint of Gender), Slovo a slovesnost 63, 2002, pp. 178-99; and STOHR, Ingrid:
Zweisprachigkeit in B6hmen, Béhlau, Kdlin/Weimar/Wien 2010.

17) Facsimile in NEJEDLY, Zdenék: Bedfich Smetana, Vol. 1, SVU Ménes, Prague 1924, pp. 152-53.
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German served as Smetana’s means of communication also during his sojourn in
Goteborg (1856-62) because, unlike his daughter Zofie, he did not learn Swedish. While
in Sweden the Smetana family subscribed to Bohemia,*® and German functioned there
not only as the mode of communication with students and friends (e.g. Smetana later
communicated in German with Frojda Benecke even in writing), but also in the choir and
in public. This was certainly due in part to the role played by German - a much important
role that it would seem today - in the sphere of influence of the Hanseatic League,
especially in port cities on the Baltic Sea and the southeastern portion of the North Sea.

German served a similar communicative function in Smetana’s work even after his
return to Prague, especially in the early days of his service as conductor for the Provisional
Czech Theatre (starting in 1866). The more complex of his music reviews for the Czech-
-language Narodni listy (National News) during the first half of the 1860s were written
first in German, then translated into Czech and edited.’® This may have been part of the
reason why he stopped writing them.

Towards the end of his stay in Goteborg and after his return to Prague, Smetana
reassessed his use of German ideologically, undoubtedly in response to the strengthening
of the Czech nationalist movement and expansion of public space for use of the Czech
language following the October Diploma of 1860 and the victory of Czechsin local elections
in 1861. The growing pressure towards linguistic homogeneity in the Czech nationalist
movement starting in the 1860s brought a rise in the prestige of Czech and a decline in
the prestige of German in Czech nationalist circles; the ‘true Czech’ thus preferred Czech
and rejected German both in public (in communication with Czech cultural and non-
-cultural organizations, and with governmental authorities in communities where Czechs
held a majority) and in private communication, in both speaking and writing. In public
communication Smetana really did give preference to Czech.?° And in his private life as
well he tried to establish Czech as the only means of communication. On 15 September
1864 he reprimanded his second wife Bettina for using German (which he himself had
used in letters to her in the early 1860s):

It’s strange that you’ve blessed me again with a letter in German - perhaps because of
the air that prevails there around Lamberk?

We must keep in mind, however, that Smetana’s shift from German to Czech did not
take place until he was thirty-six years old. Thus we need not be surprised that he had
difficulties with Czech spelling, morphology, and style, due to his lack of formal education

18) See Smetana’s letter to Anna Kolafova of January 1859. Also WAGNEROVA, Alena and SRAMKOVA,
Barbora, eds.: Smetana - Dvorak - Janacek, Deutsch Verlags-Anstalt, Miinchen 2003, p. 39.

19) See SMETANA, Bedfich: Clénky a referaty 1862-1865 (Articles and Reviews, 1862-65), Ceska graficka
unie, Prague 1920; and JARKA, Vaclav Hanno, ed.: Kritické dilo Bedficha Smetany 1858-1865 (The Critical
Writings of Bedfich Smetana, 1858-65), Nakladatelstvi Prazské akciové tiskarny, Prague 1948.

20) Forinstance we have several letters he wrote in Czech as conductor of the Czech opera to the management
of the theatre (e.g. to Antonin CiZek); he also wrote in Czech for example to the publisher Frantisek Augustin
Urbanek and the editor FrantiSek Pivoda.
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in Czech and insufficient experience with use of Czech in writing. He tried to compensate
for this deficiency by creating opportunities to use the Czech language (e.g. the above-
mentioned shift to Czech in his private and semi-business correspondence) and also
by conscious efforts to master the standard form of the written Czech language, e.g.
through writing out and repeating paradigms of declination and conjugation.?!

A sign that Smetana was not fully satisfied with the results of his efforts may be
seen in two different strategies he used when writing letters. One of them was seeking
assistance from other people:

A sad fact for me is that when writing in Czech I always have to ask somebody else
for help.
(Bedrich Smetana to Josef Srb, 4 August 1881)

As we see from this quotation, in formal correspondence even near the end of his
life Smetana had his letters formulated and/or corrected by somebody else. He also
sometimes resorted to what socio-linguists call the ‘avoiding strategy’.?? We might see
a certain indication of this in the above-cited letter to Krasnohorska of 25 November
1876. However, it must be said that Smetana’s remark there that he disliked letter-writing
is unique in his letters, and thus may to some extent have been evoked by his momentary
mood or and an especially heavy burden of correspondence at the time.

To what extent Smetana’s cited assessments reflect reality, i.e. how successful he was
in his effort to master the written form of Czech, is partly revealed by language analysis
of his correspondence, supported by his language biography as outlined above. Such an
analysis is the subject of the next part of our study.

Ourlanguage analysis is based on the electronic Korpus odeslané a prijaté ¢esky psané
korespondence Bedficha Smetany (Corpus of the Sent and Received Correspondence
of Bedfich Smetana Written in Czech),?® created in 2009 for scholarly purposes at the
Czech Language Institute of the Masaryk University Faculty of Arts in collaboration with
the Masaryk University Faculty of Informatics.?* The foundation of the corpus consists

21) See facsimile in MAHLER, Zdenék: Nekamenujte proroky. Kapitoly ze Zivota Bedficha Smetany (Do Not
Stone the Prophets: Chapters from the Life of Bedfich Smetana), Albatros, Prague 1989, p. 137.

22) The ‘avoiding strategy’ is used by speakers of a foreign language who prefer written communication to
spoken communication, in which they cannot rely on aids like dictionaries, computer ‘spell checks’, and advice
from colleagues more experienced in the language, and for which they have not acquired sufficient practice
during language instruction. We observed this phenomenon in Czech-German business communication (see
NEKVAPIL, Jifi and NEKULA, Marek: ‘On Language Management in Multinational Companies in the Czech
Republic’, Current Issues in Language Planning 7, 2006, pp. 307-27). In Smetana’s case, however, in view of
his family and school language background, the avoidance would apply not to speaking but to writing.

23) Korpus odeslané a prijaté Gesky psané korespondence Bedficha Smetany (CD-ROM), Ustav &eského
jazyka Filozofické fakulty Masarykovy univerzity, Brno 2009.

24) For help in its creation we thank the Bedfich Smetana Museum in Prague, which lent us digital scans
of the letters, and also Pavel Rychly and Zdenka Hladka. This electronic corpus is deposited for purposes of
scholarly research at the Institute of the Czech Language of the Masaryk University Faculty of Arts and at the
Smetana Museum. During its creation the letters were given new inventory numbers, with cross references to
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of a precise electronic transcription of the originals of the letters (more than 400 letters
sent and more than 300 received). They are stored in two sub-corpuses (correspondence
sent and received) under the Bonito corpus manager, which allows one to search the
corpus for various sequences of characters, words, word forms, and passages, and thus
gain valuable statistical data concerning the frequency of their occurrence.

Because all the letters have also been provided with accompanying commentary
(information about the writers or addressees, their relationship to Smetana, and the time
period when the letters were written), one can trace the distribution of the phenomena
studied from the point of view of social context (i.e. occurrence in private, semi-business,
and business correspondence)®® as well as chronology. Results obtained from letters
written by Smetana can also be compared with letters he received, from which one can
judge to what extent a particular phenomenon reflects widespread usage during the
given time period.

Another source that must be taken into account in evaluating linguistic phenomena in
Smetana’s correspondence consists of language manuals of the time. They provide us
with an indispensible framework and background for evaluation of Smetana’s expression
in Czech. One must bear in mind that these manuals were not normative, as is the custom
today, but rather tended only to describe the state of the language at the time. Even so,
they sometimes contain evaluations and/or commentary on the basis of which we can
infer what was considered desirable and to what extent it corresponded to actual usage.

The space limitations of this article do not allow a detailed analysis of all phenomena
occurring in Smetana’s use of Czech. Therefore we shall focus on features that deviate
from the state of the language as described in language manuals of the nineteenth
century, and mostly on those that are striking and occur repeatedly. Because our starting
point is Smetana’s language biography as presented above, we shall divide them into
several groups according to information we obtained in constructing it. Thus we shall
address:

1. aspects of the language that presented difficulties for Smetana probably for the
reason that he did not begin learning the written form of Czech until his adulthood, and
therefore could not sufficiently consolidate them and use them automatically;

2. phenomena caused by Smetana’s bilingual Czech-German background, whereby
his use of the Czech language was influenced by German;

3. phenomena that penetrated into Smetana’s letters under the influence of the
spoken language.

the original shelf marks used by the Smetana Museum. All examples from Smetana’s correspondence given
in the present study are quoted according to this database; therefore references to particular letters are not
usually provided.

25) The business letters, however, must be treated with caution. As mentioned above, a number of remarks
in Smetana’s correspondence (e.g. in his above-cited letter of 4 August 1881 to Josef Srb) indicate that in
formulating them he relied on help from other people: he had them checked or even drafted in their entirety by
somebody else. For this reason the language analysis must be based primarily on private and semi-business
letters which can be assumed to have been written by Smetana himself.
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In the first group we may place many instances of non-standard spelling.?® Not
surprisingly, Smetana had trouble writing Czech words whose spelling cannot be inferred
unequivocally from the pronunciation. And so he struggled e.g. with whether to write ‘i’
or 'y’ (in Bohemia pronounced identically) in the roots of words following consonants
that do not determine the choice (thus e.g. writing ‘ubituje’ instead of the correct form
‘ubytuje’). He also had trouble with word endings, writing for example ‘kusi’ instead of
‘kusy’ (pieces). In some cases this was a matter of agreement between the ending of
a verb and its subject, whereby he erroneously wrote for example ‘basné [...] mé priméli’
instead of ‘pfimély’ (the poems induced me). He even sometimes made the wrong choice
after consonants that in themselves dictate whether they can be followed by ‘i’ or ‘y’,
writing e.g. ‘pri¢’ instead of the correct form ‘pry¢’ and ‘VasSych’ instead of ‘Vasich’.

A frequent problem for Smetana was the writing of words and syllables whose
pronunciation might be indicated in English by the spelling ‘mnyeh’, which in certain
situations are to be written in Czech ‘mé’ and in other situations ‘mné’. Thus for example
Smetana wrote ‘v domné’ instead of the correct form ‘v domé’. Very often this problem
pertains to declensions of the first person singular pronoun ‘ja’ meaning ‘I, where in
Czech there is no difference in pronunciation but a difference in spelling according to
whether the speaker has in mind the genitive, dative, accusative, or locative case. Thus
Smetana writes ‘ode mné’ instead of ‘ode mé’ (from me), ‘potom mé [correct form ‘mné’]
musite napsat’ (then you must write to me), and ‘ted mné [...] souZi’ instead of ‘ted mé
[...] souZi’ ([something] is now troubling me). Another problem pertains to words that
begin with the letter ‘z’ in standard spelling, but are pronounced as though beginning
with ‘s’: Smetana sometimes simply spelled these words as he heard them. Thus ‘scela’
(correct form ‘zcela’) and ‘vshledem’ (correct form ‘vzhledem’). Such cases could also be
considered as belonging to the third group of phenomena, resulting from the influence
of the spoken form of words on their written form. In addition, Smetana sometimes
simplified the beginnings of words by omitting the letter ‘v’, whereby his spelling does not
quite correspond even to the correct pronunciation. Thus e.g. ‘skfiSeni’ and ‘spomnél’
(correct forms ‘vzkfiSeni’ and ‘vzpomnél’). These features of Smetana’s spelling,
however, must be treated with caution: it may be that his correspondence only illustrates
the general instability of spelling at the time. E.g. the dictionary by Frantisek Stépan Kott
published from 1878 to 1887 acknowledges all the following variants: skouska/zkouska,
splsob/zplsob, stratiti/tratiti, spomenout/zpomenouti/vzpomenouti, and skiisiti/
/zKfisiti/vskrisiti/vzkfisiti. Moreover we do find in Smetana’s letters, besides forms that
by modern standards are incorrect, also the ‘correct’ forms of the same words: ‘zkousky’,
‘zpUsobem’, ‘ztratit’.

The lack of the Czech language as a subject of instruction in school, and very limited
use of Czech even as the language in which classes were conducted, is reflected also in

26) For a more detailed discussion of spelling in Smetana’s correspondence see RYCHNOVSKA, Lucie:
‘Korespondence Bedficha Smetany z hlediska pravopisného’ (The Correspondence of Bedfich Smetana from
the Point of View of Spelling), in M. Cornejova, L. Rychnovska, and J. Zemanova, eds.: D&jiny deského pravopisu
(dor. 1902) (The History of Czech Spelling to 1902), Host, Brno 2010, pp. 402-12.
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the morphology of words in Smetana’s correspondence or, more precisely, in phenomena
on the boundary between morphology and syntax. He sometimes chose incorrect
endings both for nouns - e.g. ‘s upokojenou mysl| [correct form ‘mysli’] (with a calm
mind) or ‘vSimat nasich pracich [correct form ‘praci’]’ (take notice of our works) - and for
adjectives - e.g. ‘s vrtkdvem [should be ‘vrtkavym’] applausem’ (with fickle applause).
As is clear from the above examples, a role is often played by ‘composite assimilation’,
whereby Smetana attaches an incorrect ending to the root of a word under the influence
of a nearby word having that same ending.

Often we find use of the ‘hard’ category of adjectival declensions (involving ‘@’, ‘é’, ‘ou’,
or ‘'y’) for adjectives that actually require ‘soft’ endings (involving ‘i").2” Thus ‘k finanénym
[correct form finanénim] organdm’ (to financial authorities or offices), etc.?® Smetana also
uses ‘hard’ adjectival endings for other types of words that should not have adjectival
endings at all. Thus in the case of possessive forms of names: ‘o pobytu Bendlovém
[correct form Bendlové] v Praze’ (concerning Bendl’s stay in Prague), etc. Or pronouns:
‘pravo na vdechné [vSechny] moje skladby’ (the right to all my works), etc. And numbers,
e.g. jedného [jednoho] krasného rana’ (one fine morning). But ‘soft’ adjectival endings
are also sometimes used inappropriately, in the case of the possessive pronouns ‘nas’
(our) and ‘vas’ (your). Thus ‘v nasim [correct form naSem] smyslu’ or ‘ve Vasim [Vasem)]
elaboratu’ (in your report).

Here and there we find incorrect forms in declension of personal pronouns, as in
‘0 vyrovnani mezi maminkou, Tebou, a mné [correct form ‘mnou’]’ (concerning settlement
among mother, you, and me). Also e.g. in remnants of the old ‘dual’ declension system for
the numbers ‘dva’ (two) and ‘oba’ (both): thus ‘ku ,,Dvém [correct form ‘dvéma’] vdovam*’
(for The Two Widows), ‘ke ,,Dvoum [correct form again ‘dvéma’] vdovam*’, ‘s textu obouch
[obou] osob’ (with the text of both roles). The second and third of these forms were
evaluated by grammars of the time as typical in common parlance.?® But this would again
bring us to another group of phenomena, namely those reflecting the influence of the
spoken language. We shall discuss them at the close of our study.

27) However, as in some of the cases cited above, we must not allow ourselves to be influenced by modern
standards. The language situation at the time may have been different; some adjectives now inflected as ‘hard’
were ‘soft’ and vice versa. But the examples we give are incorrect even according to normal usage at that
time - see KOTT, FrantiSek Stépan: Cesko-némecky slovnik zviasté grammaticko-frazeologicky (Czech-German
Dictionary with Information on Grammar and Phraseology), knihtiskarna Josefa Kolare / knihtiskarna FrantiSka
Siméacka, Prague 1878-87.

28) By contrast only in rare cases do ‘soft’ endings appear with ‘hard’ adjectives, e.g. ‘k svobodni [standard
form ‘svobodné’] spotrebé’ (for free consumption).

29) HANKA, Vaclav: Mluvnice ¢eského jazyka na zakladé soustavy Dobrovského, (Grammar of the Czech
Language Based on the System of Dobrovsky), V knihkupectvi Vaclava Hessa, Prague 1849, pp. 141-42;
HATTALA, Martin: Srovnavaci mluvnice jazyka ¢eského a slovenského (Comparative Grammar of the Czech
and Slovak Languages), Nakladem Calveova knéhkupectvi, Prague 1857, pp. 245-46; and ZIKMUND, Vaclav:
Grammatika jazyka ¢eského pro niZsi gymnasia. I. oddéleni (Grammar of the Czech Language for Lower
Gymnasia, First Division), Nakladem knéhkupectvi I. L. Kober, Prague 1865, p. 79. The form ‘dvoum’ (for the
number ‘two’ in the dative case) was not accepted until the grammer book by Tomicek; see TOMICEK, Jan
Slavomir: Mluvnice ¢eska (Czech Grammar), Nakladem Bedficha Tempského, Prague 1867, pp. 99-100.
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Now let us proceed to cases that betray the influence of German.3° Again we encounter
them in orthography, e.g. in the writing of common nouns with a capital letter at the
beginning - ‘do Hotelu’ (to the hotel), etc. - and in indication of the doubling of a letter
by a line above it - ‘pro sl. Lauschmanovou’ (for Miss Lauschmannova). (In most of these
cases the standard Czech spelling in any case calls for a single letter, not a doubled one as
in German.) Another example, where however Smetana actually wrote the letter twice, is
‘dostal jste rolly’ (you got the role, in normal Czech ‘roli’). We may also encounter umlauts,
even though in Czech they do not exist: ‘do hudebni interpratace’ (concerning musical
performance). It must be noted, however, that some instances of spelling influenced by
German may have been widely used in practice, as for instance in the above-cited letter
to Adolf Cech ‘interess’ and ‘operetty’ (see facsimile on p. 7-8), or elsewhere ‘u kassy’ (at
the box office), or ‘moje korrespondence’ (my correspondence), where in each case the
doubled letter would normally be single in Czech. This is evidenced by language manuals
of the time such as F. S. Kott’s dictionary as well as by letters that Smetana received.

Many expressions that Smetana used in his writing also came from German. Often he
leftthem in their original form, sometimes even writing them in old German Kurrentschrift,
as in the following use of the German word ‘applausfahig’, although the surrounding text
in Czech is written in modern script: ‘aby konec arii byl ,applausfahig” (so that the end of
the aria is ‘capable of being applauded’). Elsewhere they are adapted in spelling and/or
morphology to Czech patterns, e.g. ‘se mné offeriruje [German form ‘offeriert’]’ (makes
me an offer) or ‘méné passuje [passiert]’ ([something] is less suitable).

We also encounter expressions engendered by literal translation of German
constructions, such as ‘stoji Vam k disposici’ (in German ‘zur Disposition stehen’, i.e. ‘are
at your disposal’), ‘drzel by tu roli za epizodni’ (‘etwas flr etwas halten’, i.e. in this case ‘he
would consider this role to be episodic’), ‘Davam jesté jednou moje vrelé diky’ (apparently
from the German ‘jemandem seinen Dank abstatten’ - ‘give somebody one’s thanks’),
and ‘pouzit prileZitosti této’ (‘die Gelegenheit nutzen’, i.e. ‘use this opportunity’). Similarly
we find use of prepositions in association with verbs as in German in expressions where
Czech normally has none. Thus ‘S [the letter ‘s’ being a preposition meaning ‘with’] tou
divokou pomstou skonci cela skladba’ (‘The whole piece ends with that wild revenge’ - in
German ‘mit etwas enden’, i.e. ‘end with something’). Or ‘pfijedu do Prahy [...] s polednim
vlakem (‘I'll take the noon train to Prague’ - in German ‘mit etwas kommen’, i.e. ‘come
with something’).

The fact that Smetana began systematically learning Czech in its written form only as
an adult is probably also the reason for his confusion of adjectives with adverbs, as in ‘zna
Cesky psat’ (knows how to write in Czech), where the correct form is the adverb ‘Cesky’,

30) Concerning the influence of German on Smetana’s manner of expression in Czech cf. also RYCHNOVSKA,
Lucie: ...zapovidam, by se kontrolirovalo, jest-li ja pracuji... Aneb o vlivu némciny na Cesky jazyk Bedrficha
Smetany, ([quote from Smetana including a word in a Czech-German hybrid form], or The Influence of German on
Smetana’s Czech), in J. Hladky and L. Rendar, eds.: Varia XIX. Zbornik pinych prispevkov z XIX. kolokvia mladych
Jjazykovedcov, Trnava - Modra-Harmaonia 18.-20. 11. 2009 (Varia XIX. Proceedings of the Nineteenth Colloquium
of Young Linguists, Trnava and Modra-Harménia [Slovakia], 18-20 Nov. 2009) (CD-ROM), Pedagogicka fakulta
Trnavskej univerzity v Trnave / Slovenska jazykovedna spolo¢nost pri SAV, Trnava 2010, pp. 322-24.
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not ‘Gesky’ which is an adjective), or ‘aby nase pratelstvi zUstalo trvanlivé’ (‘so that our
friendship remains permanent’, whereby Smetana mistakenly uses an adverbial form for
the last word, which should be the adjective ‘trvanlivé’. Undoubtedly this problem, too, is
related to the German language, where in the undeclined form (e.g. ‘béhmisch’ meaning
‘Czech’) it is impossible to distinguish between adjective and adverb.

Of a similar nature are Smetana’s problems with proper use of the Czech reflexive
possessive pronoun ‘svljj’ (my own, your own, etc.), because here too German provides
no model: it has no such word. Thus he failed to use this word or the appropriate
declension thereof as prescribed by language manuals of the time (as well our own time)
when referring to something that belongs to the subject of the sentence,? writing e.g.
‘zapomenu na muj neblahy stav nynejSi’ (I'll forget my present state of woe.) Here the
normal word meaning ‘my’, in this case ‘mj’, should be replaced by the reflexive form
‘svUj’. On the other hand he sometimes used the reflexive form where it is inappropriate,
e.g. ‘Vzdyt Vam pro svoje zdokonaleni [...] nezbyva tolik ¢asu.’ (After all, there’s not so
much time left for improvement of your skills.) Here Smetana’s reflexive pronoun ‘svoje’
should be replaced by one of the normal forms for ‘you’, i.e. ‘Tvoje’ or ‘Vase'.

Not surprisingly, the influence of German can be traced in syntax as well. Sentence
structures modelled after German were used commonly in Czech at the time, and thus
we find with Smetana, too, ‘framework constructions’ whereby the principal verb is
placed at the end of the sentence if used in connection with a modal verb. e.g. ‘musim
pozorné a pomalu psat.” (Translation preserving Smetana’s word order: ‘I must carefully
and slowly write.”) Likewise he sometimes, as in German, placed the verb at the end of
subordinate clauses, e.g.: ‘jest-li totiz mdj pomér k divadlu? ku konecnému vyfizeni do té
doby dojde’ (if my relation to the theatre to final settlement by that time comes).

The last group of phenomena to which we shall turn our attention consists of those
betraying the influence of the spoken form of the language. As in the first two groups, we
find them at the level of spelling. They include cases where Smetana reflects phonetic
assimilation (whereby we pronounce a cluster of consonants as voiced or unvoiced
according to the last of them) in the written forms of words, e.g. writing ‘lechky’ instead
of the correct form ‘lehky’, ‘téska’ instead of ‘t€zka’, and ‘heské’ instead of ‘hezké’. The
same applies to pronunciation of a voiced consonant as unvoiced when it occurs at the
end of a word before a pause - whereby Smetana writes ‘as’ instead of the correct form
‘az’, ‘us’ instead of ‘uzZ’, ‘sloch’ instead of ‘sloh’ - and to clusters of consonants that are
sometimes simplified in pronunciation, whereby we find ‘dycky’ instead of ‘vzdycky’ and
‘s kerou’ instead of ‘s kterou’; we might also mention e.g. the frequently-used contracted
form ‘faky’ (some kind of) instead of the correct form ‘néjaky’.

On the level of phonetics, spoken usage often creates diphthongs from single vowels:

31) See. e.g. HANKA, Vaclay, op. cit. (note 30), pp. 51-52 and HATTALA, Martin, op. cit. (note 30), pp. 230-31.
32) We use a boldface ‘i’ for instances where, due to carelessness in writing, it cannot be decided whether
‘i’ and ‘" was intended.

36 B Musicalia 1-2 / 2012



Bedfich Smetana’s Use of the Czech Language

‘y’ becomes ‘ej’ (pronounced respectively like the English letters in the alphabet ‘E’
and ‘A’), as in ‘poctivej’ (honest) instead of the correct written form ‘poctivy’. Even more
frequent is the narrowing of ‘é’ (pronounced like the English letter in the alphabet ‘A’ but
without the slip towards ‘E’ at the end) to ‘Y’ (pronounced like the English letter in the
alphabet ‘E’), as in ‘v novym rouchu’ (in new garb) instead of ‘v novém rouchu’.

This last-mentioned phenomenon is related to use of ‘y’ as a universal ending. In
Smetana’s letters this tendency is reflected sporadically also in animate masculine forms
- ‘mlady [correct form ‘mladi’] Polakové’ (young Poles), etc - as well as neuter forms -
‘dévcata [...] nejsou dosud zvany [correct form zvana]’ (girls have not yet been invited).

Another instance of influence by colloquial spoken Czech occurs in plural forms of the
seventh (‘instrumental’) case in nouns, adjectives, and pronouns where we find the case
expressed unequivocally but not in the correct manner, applying the feminine endings
‘“emi’ and ‘-ami’ to words that are masculine or neuter - thus ‘rantlemi [correct form
rantly]’ or ‘mistami [misty]’ - or the special ‘dual declension’ ending ‘-ma’ where this is
not appropriate - ‘s penézma [correct form ‘penézi’]’, ‘mezi polkama [polkami]’, ‘nékolika
zlatyma [zlatymi]’, or ‘s nima [nimi]’.

Yet another practice found in the spoken language that makes its way into
Smetana’s letters is use of masculine animate nouns in the first case plural where the
fourth case would be correct: ‘jsem [...] nékteré solisté [correct form ‘solisty’] cviCil’
(I'trained some soloists) or ‘opije zbrojnosi [zbrojnoSe]’ (inebriates the weapons-bearers).
In contrast to the phenomena described above, however, which can be considered
widespread, here we find an element that occurs only in the dialects of a certain
geographical region, namely Smetana’s native region of northeastern Bohemia.*®
Additional features of local dialect are verb forms such as ‘mluvéji’ (standard form
‘mluvi’) and ‘noseji’ (nosi). In grammar books of the nineteenth century we find that in
these cases, i.e. in conjugations of verbs of the fourth class (such as ‘mluvit’ meaning
‘speak’) in third person plural indicative, present tense active, the only ending accepted
is ‘-i’ (thus ‘mluvi’); neither “-eji’ nor ‘-ji’ is admitted.3* But these last two forms occur in
dialects of central Bohemia (including Prague) and in the northeastern part (including
Plzen) of southwest Bohemia,*® i.e. two more of the areas where Smetana spent his
childhood and youth. He may have heard them spoken by residents of those areas and
adopted them in his own manner of expression.

In speaking of the influence of spoken language on Smetana’s writing, at the close
of our study we should mention traits arising from the very nature of correspondence, to
which we referred already in the introduction. Correspondence is in its way a dialogue,
and so we find strategies in it that speakers choose in their everyday oral communication,
namely the use of various means of contact such as salutations, questions, forms for
expressing a request, calls for a reaction, and use of pronouns in the second person

33) BALHAR, Jan et al.: Cesky jazykovy atlas 4 (Czech Language Atlas 4), Prague 2002, pp. 248-52.

34) HANKA, Vaclav: op. cit. (notef{%O), p. 162; HATTALA, Martin: op. cit. (note 30), p. 290; ZIKMUND, Vaclav:
op. cit. (note 30), p. 110; and TOMICEK, Jan Slavomir: op. cit. (note 30), p. 168.

35) BALHAR, Jan et al., op. cit. (note 34), pp. 448-49.
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by which the writer refers to the addressee. In Smetana’s correspondence we also
occasionally encounter the so-called ‘contact dative’ (a particular feature of the Czech
language).

Another typical feature of spoken discourse lies in its frequent emotional colouring,
and the same may be said of Smetana’s letters, for example in their use of exclamatory
sentences and expressive phrases. Expressivity is also an integral part of the figurative
expressions that permeate Smetana’s writing, and thus represents a quite substantial
trait of his communications.

This analysis of Smetana’s correspondence has shown the limits of his ability to
express himself in Czech. It thus illustrates very well that the mental transformation of
society from a territorial identity to an identity of language and nation, and the shift
in preference toward the Czech language, took place mainly at the symbolic level even
among active proponents of nationalistic art (including also e.g. Josef Manes, Antonin
Viktor Barvitius, and other Czech painters and architects), and outpaced the capability
and even the possibility of fully mastering the written form of the language and applying it
unconditionally in various aspects of everyday life including the public sphere. On the other
hand, while Smetana’s correspondence shows shortcomings in spelling and grammar,
his above-mentioned capability of fresh and metaphorical expression contributed greatly
to the fact that his letters engage us and capture our attention, just as does his music.
Therefore his correspondence deserves study not only as a source of information about
the life of a particular person, about the functioning of society during his time, and about
musical culture, but also as an invaluable source for understanding the language of
a particular speaker and through it more broadly the language of his time.
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Bettina Smetanova

Fotografie / Photograph, A. L. Otto,
Praha / Prague, [60. léta 19. stoleti / 1860s]
NM-CMH-MBS inv. &. / inventory no. 4080

Bedfich Smetana I
Fotografie / Photograph, Jan Mulag, |
Praha / Prague [18787?]

NM-CMH-MBS S 217/1753a

|
|
o AL AL ORE A PRAS j
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Eleonora z Ehrenbergti

Fotografie, autor neurCen, bez datace / Photograph,
photographer not determined, undated

NM-CMH fond Urbanek / Urbanek collection

Eleonora z Ehrenbergti

Fotografie / Photograph, Jan Mula¢, Praha / Prague,
1880 (?)

NM-CMH-MBS inv. &. / inventory no. 466
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Slavik uhersky vyhliten jest svfm zpévem.
Ale co pfece je po ném, kdyz klokold jen na jare, kdeito

clavih Zeshf, sloéma z hrenberds,

rpivd vo dne v moci po colf rok!

Slavik uhersky vyhlasen jest ... / The Hungarian nightingale is acclaimed...

... svym zpévem. Ale co prece je na ném, kdyzZ klokota jen na jare, kdezto slavik éesky, sle¢na z Ehrenbergd,
zpiva ve dne v noci po cely rok! / ...for its singing. But what good is it when it warbles only in the spring,
whereas the Czech nightingale, Miss z Ehrenbergt, sings day and night all year long!

Kresba, Bedfich Andél, Humoristické listy, ro¢. 17, 13. 2. 1875, €. 7, titulni strana / Drawing, Bedfich Andél,
Humorous Revue, Vol. 17, No. 7 (13 Feb. 1875), front page

NM-CMH-MBS inv. &. / inventory no. M 399
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Eduard Herold: pruceli Prozatimniho divadla /
facade of the Provisional Theatre

Kresba tuzkou, nedatovano / Pencil drawing,
undated

Divadelni oddéleni Historického muzea NM /
Theatrical Division of the Historical Museum of the
National Museum, sign. / shelf mark H6D24083

FrantiSek Pivoda

Fotografie / Photograph, Hynek Fiedler,

Praha / Prague, ante 20. 7. 1878

(datum vénovani na rubové strané / on or before
date of inscription on reverse side:

20 July 1878)

NM-CMH-MBS inv. &. / inventory no. 4160
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KRadence Eleonory
z Ehrenbergt!

MILAN POSPISIL

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

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

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

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

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

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

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

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

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

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

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

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

vem povazovat za vzoroveé.

12) Tamtéz.

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

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

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

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

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

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

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

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

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

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

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

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

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

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

24) Levariazioni, cadenze e tradizioni da me raccolte, mi furono date - in gran parte - dal Cotogni; e vennero
eseguite dalle pili grandi celebrita del secolo passato: Patti, Boccabadati, Borghi-Mamo, Stolz, Albani, Mario,
Masini, Gayarre, Stagno, Duprez, Tamberlik, Lablache, Nannetti, Fraschini, Graziani, Maurel ecc.“ RICCI,
Vol. I (op. cit. v poznamce 4), s. [IV].

Musicalia 1-2 / 2012 W 47



Milan Pospisil

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

39) Sam Pivoda uvadi v opusu 106 vedle Verdiho predpisu dvé varianty této kadence. Op. cit. v poznamce 10,
Gast B., kadence ¢isla 80 az 82.
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Marchesiova oznacuje alespon hudebni Cisla a takty. Oba pak uvadéji kadence s potreb-
nym kontextem ve zpévni lince, nékdy i s klavirnim doprovodem. Naproti tomu Pivoda
notuje jen holou kadenci s nazvem opery a jménem postavy, ale bez blizsiho Gdaje, kam
v opere patfi, a zcela bez klavirniho doprovodu, ackoli to v ohlaSovaném podtitulu opu-
su 106 sliboval, a tak ani s nazvem opery neni v Pivodovych zaznamech pfesné umisténi
kadence Uplné jisté. V pfipravnych materialech si Pivoda poznamenaval alespon ramco-
vé, do kterého operniho Cisla kadence patfi, avSak zaznamy kadenci Ehrenbergové po-
dobnymi poznamkami neopatfil, zfejmé proto, Ze jako celek nebyly uréeny ke zverejnéni.
Tak napt. na listu SIC. z Ehrenbergti | méa posledni kadence €. 7 pochazet z Il barbiere di
Siviglia (némecky nadpis tuzkou je nesrozumitelny: ,Barbier bei der Bez von*). Vzhledem
k predznamenani 4b mUZe patfit jen do Finale |, Andante, 12/8, As dur (notovy pfiklad 5).
Toto misto se obyCejné upravovalo, protoze v originalnim partu Rosiny psaném pro alt
leZelo koloraturnim sopranistkam pfilis nizko (notovy pfiklad 6). Ve srovnani s tradici, jak
ji reprezentuji Marchesiova a Ricci,? a také s ostatnimi pomérné kratkymi kadencemi
Ehrenbergové odpovida rozmér tohoto melismatu (na posledni dobé taktu) spiSe kaden-
ci na zavér arie nez malému sélu Rosiny na zacatku pomalé véty finalniho ansamblu.
Vysvétlit by se to dalo mozna tim, Ze Ehrenbergova si ve svych rolich dovolovala velké
licence presahujici tehdejsi zvyklosti a rozSifila si kadenci i na misté, kde se to v takovém
rozsahu nedélavalo. Jiny problém pfi snaze o identifikaci naznacuje pfipad kadence, jaky
predstavuje Halévyho La Fée aux roses. Tato opera se ani v némeckém ani v ¢eském di-
vadle v Praze nehréla. Arii z ni Ehrenbergova ziejmé vkladala do jiné opery, coz byl tehdy
bézny zpUsob, u Ehrenbergové dobfe znamy a opakované doloZeny v kritikach.*

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

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

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

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

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

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

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

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

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

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

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

46) Die Zauberfidte. I, Ne 14 Aria.

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

48) Tamtéz, s. 132.

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

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

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

Poznamka k notovym pfikladiim:

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

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

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

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

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

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

11.

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

MILAN POSPISIL

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

12) |Ibid.

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

23) Op. cit., note 10. In the preparatory materials this cadenza is numbered 97, in the engraver’s copy 89.
In Nékteré pokyny (op. cit., note 3), p. 13 he comments on this cadenza without mentioning any singer.
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others had actively performed them,? Pivoda relied entirely on his own direct experience:
he heard in person all the singers to whom he refers. We may consider it certain that
he knew the standard operatic repertoire from memory and was able to distinguish and
remember changes made by individual singers in the cadenzas. Moreover, as a respected
figure in the Prague musical world he was surely able to gain access to guest artists and
to ask them for a written record of a cadenza if he so desired.

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

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

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

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

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

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

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

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

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

26) Ibid., C 3904/30.

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

46) Die Zauberfléote. I, Ne 14 Aria.

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

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

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

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

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

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

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

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

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

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

Note on the musical examples:

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

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

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

VERA VELEMANOVA

eské divadlo prozatimni tedy jiz stoji. [...] Musime se vyznati, Ze od okamziku, ve
”y kterém se plné osvétleni vSemi mistnostmi rozkladalo, zcela podomacku jsme
se zde jiz citili. Befeme prozatimni divadlo za dobré omen, dobrou propravu k velkému
divadlu narodnimu...“ Takto uvital otevieni Prozatimniho divadla Jan Neruda?* a je nutno
podotknout, Ze navzdory nettulnosti, nepohodinosti a stisnénosti zazemi budovy byla
jeho reakce az prekvapivé vstficna. Prozatimni divadlo vSak vzniklo z velké touhy po kaz-
dodennich predstavenich v ¢eském jazyce, z touhy, kterou uz zdaleka neuspokojovala
nepravidelna Ceska predstaveni ve Stavovském divadle ani vyrazné frekventovanéjsi
predstaveni ¢eského souboru v nové otevieném Novomeéstském divadle (1859). Proto
byla ona radost a tolerance k nedostatkiim vytouzeného divadla zcela pochopitelna.

Realizace mySlenky Prozatimniho divadla od zaméru k hotové stavbé a jejimu slav-
nostnimu otevieni probéhla sice v rekordné kratkém c¢ase (od ledna do listopadu 1862),
vysledky nasledného dvacetiletého trvani az do otevieni Narodniho divadla vSak mély
svou velkou cenu z hlediska vyvoje divadelni kultury.? Potvrdila se tak spravnost rozhod-
nuti z roku 1861.

V Prozatimnim divadle zahajily nebo pIné rozvinuly svou uméleckou drahu vynikajici
umélecké osobnosti z fad hercll (napf. Otylie Sklenafova-Mala, Josefina Cermakova, Jind-
fich Mo3na, Josef Smaha, FrantiSek a Josef Jifi Kolarové ad.) i opernich p&vcl (Josef Lev,
Arnost Grund, Julius Soucek, Josef Palegek, Vojtéch Sebesta, Marie Sittova ad.), z nichZ
mnozi posléze pokracovali v Narodnim divadle. Vedle nemalého poctu ¢inohernich dél
byla v Prozatimnim divadle coby scéné uréené ¢eskym predstavenim poprvé provedena
néktera vyznamna domaci operni dila, ktera zde dostala svij prostor diky dramaturgii
prvniho kapelnika, resp. uméleckého spravce opery Bedficha Smetany. V budové Proza-
timniho divadla a na jeho poboénych scénach zaznéla v premiéfe vétSina Smetanovych
oper, dale opery Karla Sebora, Karla Bendla, Josefa R. Rozkosného a Viléma Blodka.
Prozatimni divadlo uvedlo také néktera operni dila Antonina Dvoraka a Zdenka Fibicha.

1) J.N. [NERUDA, Jan]: Ceské Prozatimni divadlo, Hlas 19. 11. 1862.

2) Shrnujici prace k této problematice viz napf.: D&jiny Seského divadia Ill. Cinohra 1848-1918, red. Franti-
Sek Cerny a Ljuba Klosova, Academia, Praha 1977; Narodni divadlo a jeho pfedchiidci, red. Vladimir Prochazka,
Academia, Praha 1988; SORMOVA, Eva a kol.: Ceska divadla. Encyklopedie divadelnich soubort, Divadelni
Ustav, Praha 2000; HILMERA, Jifi: Ceské divadelni architektura, Divadelni Gstav, Praha 1999; LUDVOVA, Jitka
a kol.: Hudebni divadlo v ¢eskych zemich. Osobnosti 19. stoleti, Divadelni Ustav - Academia, Praha 2006;
STEPAN, Vaclav - TRAVNICKOVA, Markéta: Prozatimni divadlo, Academia - Narodni divadlo, Praha 2006 aj.
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Dvacetileti mezi otevienim Prozatimniho a Narodniho divadla vSak bylo pomérné vy-
znamné i z hlediska vyvoje vytvarného umeéni, potazmo jevisStniho vytvarnictvi (i kdyzZ to
dlouho za volnou vytvarnou tvorbou vyrazné zaostavalo a setrvavalo na konzervativnich
pozicich iluzivnich dekoraci).

Béhem tohoto obdobi umélecky vyrostla mimo jiné tzv. generace vytvarnik({l Narodniho
divadla. Dochazelo ke stale viditeln€jSimu sepéti s ostatnim kulturnim svétem, upevno-
valo se umélecké sebevédomi, zvyraznéni umélecké, lidské individuality. Ve vrcholném
obdobi onoho ,narodniho sebeuvédomovani“ plné vygradovala Cinnost Josefa Manesa,
Karla Purkyné, Gabriela Maxe, Josefa Cermaka, Julia Maraka, Vojtécha Hynaise, Vaclava
Brozika, BeneSe Knlipfera, Antonina Chittussiho a dalSich - umélcl s vyraznym presa-
hem smérem do Evropy. Zaroven se zacina prosazovat snaha o readlné zobrazeni urcitého
vyseku krajiny, coz ma velky vyznam i pro jevistni vytvarnictvi.

Tvlrci, jejichZ jména se objevuji pozdéji v ramci generace vytvarnik( Narodniho diva-
dla v souvislosti s vyzdobou nasi narodni scény, sice pfimo vytvarnou podobu budovy
i dekoraéniho fundu Prozatimniho divadla neovlivnili, nebo jen z&asti, ale jejich ¢innost
byla dllezita pro raz jevistniho malirstvi jako takového. Do dé&jin Prozatimniho divadla se
vSak zapsaly dalSi vytvarné osobnosti, z nichZ nékteré znaénou mérou zaroven pozname-
naly vyvoj vytvarného uméni v mnohem SirSich souvislostech.

V dobé, o niz hovofime, v ceském umeéni stale jesté dozniva vliv romantického proudu,
silné vrostlého do védomi ¢eské spolecnosti, ale zaroven i snaha po realistickém pojima-
ni a ztvarnovani vnimané skutecnosti. Uz dfive, nejméné od prelomu 18. a 19. stoleti,
se stava modnim a rozviji se fenomén poutnictvi a vyletll do pfirody, ktery je v obdobi
2. poloviny 19. stoleti uz samoziejmosti. S tim souvisi i ¢im dal markantnéjsi obliba ple-
nérové kresby a malby, postupné nabyvajici na vyznamu (coZ je navic podniceno v letech
1830-1870 cinnosti barbizonské skoly).3

Svou kariéru zahajuji maliti z fady zakd Maxe Haushofera na prazské Akademii vy-
tvarnych uméni (dale AVU). | diky tomuto pedagogovi stoupa zajem o zZanr krajinomalby
a plenérovou praci.

Krajinomalba a viibec romantické malifstvi této Skoly byly bliz§i némeckému nez napf.
francouzskému pojeti, mame-li na mysli rozjimavost, melancholi¢nost a elegicnost, ty-
pické pro némeckou krajinomalbu (ostatné sam Haushofer vnitfné tihl spiSe k rodnému
Bavorsku, prestoze se svymi Zaky véetné Julia Maraka, typického predstavitele ¢eské kra-
jinomalby, mapoval ¢eskou krajinu). Naopak aZ moderné chapana krajina na platnech
Antonina Chittussiho se znacné pfiblizila tomu, co prinesla francouzska malifska Skola
- sili po vyjadreni dojmu, pocitu z krajiny v uréitém dennim osvétleni.

Tak se v Geském vytvarném umeéni zajimavym zplsobem prolinaji ony na prv-
ni pohled protichGdné pUsobici tendence - romantické citéni s touhou po reali-
stickém ztvarnéni krajiny, prvky némecké a francouzské krajinomalby, aby z toho-
to miseni vznikl pozdéji nesmirné Zivotodarny a osobity proud v ¢eském malifstvi,

3) Skupina francouzskych krajinomalifl, usazenych v okoli vesnice Barbizon pobliz Fontainebleau. Okruh
malifd, ovlivnénych holandskymi mistry a anglickou krajinomalbou, vedl malif Théodore Rousseau. Jejich cilem
byl navrat k redlné prirodé, proto uplatiiovali plenérovou malbu.
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vrcholici impresionistickymi dily Antonina Slavicka, MiloSe Jiranka, Antonina Hudecka
a dalsich.?

Miseni romantizujicich ¢i neoromantizujicich tendenci s tendencemi realistickymi se
projevovalo dlouha léta i v divadle. Vyraznéjsi pfiklon k realistickému pojimani dekoraci
a kostymU je podnicen ginnosti Meiningenskych, ktefi navativili Cechy celkem tFikrat, v le-
tech 1878, 1879 a 1883, pokazdé na podzim priblizné na tfi tydny; mimo jiné zde hrali
Shakespearovu Zimni pohadku, odehravajici se ¢astecné v ,ceském prostredi“.®

Dulezitou roli v téchto realistickych snahach sehral i pozvolny nastup fotografie, byt se
zpocatku jeji vliv projevoval samoziejmé predevsim v portrétu.

TrebaZe je volna malifska tvorba vZdy nékolik krokd pred vyvojem tvorby dekoraéni,
prece jen jsou zde nesporné spojitosti a dopad (viz malba v plenéru - jeji plody se
projevuji i v dekoracni malbé). Pfitom dekoracni praxe podléhala po dlouha obdobi
(jesté pocatkem 20. stoleti) zazitému Uzu, ktery byl pozlstatkem barokniho jevistniho
vytvarnictvi - typovym dekoracim a kulisovému zplsobu, nesoucimu s sebou rdzna
pretrvavajici klisé a schémata, jako uzivani stale tychz prvkd (oblouk, postranni kulisy,
sufity, zadni prospekt). Ostatné dekorace v této dobé byla vskutku jen kulisou, pozadim
pro déni na jevisti.

Pfesto maji shahy nékterych jevistnich vytvarnikl Prozatimniho divadla svého pred-
chldce uz na pocatku 19. stoleti. Karel Postl, malif a pedagog krajinarské Skoly AVU, ne-
jenZe vytvoril pro Stavovské divadlo mnozstvi typovych dekoraci, ale pfinesl do dé&jin de-
koracni malby také fenomén zobrazeni realného prostredi, konkrétné ¢asti staré Prahy:
napfiklad ke zpévohte Antona Fischera a Georga Friedricha Treitschkeho Das Singspiel
auf dem Dache (1807) vytvoril dekoraci, zobrazuijici stfechy prazskych domU s pohledem
na Tynsky chram a dale pres Staromeéstskou radnici na petfinsko-hradéanské panorama.

V dobé, kdy se rozbéhla ¢innost Prozatimniho divadla, se uplatioval vyhradné kulisovy
systém a rovnéz prevazoval princip typovych dekoraci. Jiz tehdy vSak na tuto rutinni sku-
teénost reagovala moderni kritika - kupf. Jan Neruda v roce 1864 plédoval pro zmény
v dekoraéni praxi; malované kulisy jsou podle ného statické a viibec nezohlednuji jevistni
akci, spiSe ji potlacuji a negativné ovliviuji.°

Jeho volani bylo bezdéky ,vyslySeno“ jen z¢asti, kulisovy systém z divadel nevymizel
jesté po dlouha léta, avSak uz v pocéatcich provozu Prozatimniho divadla zde probihaly
snahy o modernéjsi pristupy k dekoracni praxi.”

4) Viz napt. BLAZICKOVA-HOROVA, Nad&Zda: Romanticka krajinomalba Haushoferovy $koly, in: D&jiny Geského
vytvarného uméni lll/1, Academia, Praha 2001, s. 358-378; PRAHL, Roman: Malifstvi v generaci Narodniho
divadia, in: D&jiny eského vytvarného uméni Ill/2, Academia, Praha 2001, s. 60-113; VLCKOVA, Lucie: Krajino-
malby v Praze 1840-1890, Stépan Malovec, Praha 2010; ta%: Krajina, obraz, fotografie (kat. vyst.), Kant, Praha
2010; PRAHL, Roman - PETRASOVA, Tatana: Mezi Mnichovem a Prahou: uméni 19. stoleti, Academia, Praha
2012; aj.

5) Viz napf. KLOSOVA, Ljuba: Neruda versus Meiningensti, Divadelni revue, ro¢. 13, 2002, &. 1, s. 3-15.

6) J.N.[NERUDA, Jan]: Realnost na jevisti, Hlas 21. 4. 1864.

7) Viz napf. KLOSOVA, Ljuba: K inscenacnim otazkam opery a éinohry Prozatimniho divadia, Casopis Narod-
niho muzea 135, 1966, s. 212-218; TRAVNICKOVA, Markéta: Prozatimni divadlo 1862-1883: vedlejsi vystupy
grantového Ukolu, in: Sbornik Narodniho muzea v Praze, fada A - Historie LVII/2003/3-4, Praha 2003.
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Vijory so Smetanovy apévahry Tajomstr %o (Kreslil Aut, tiareis,

Antonin Gareis ml. / the younger: vyjevy ze Smetanovy opery Tajemstvi /

scenes from Smetana’s opera The Secret

Podle scénickych navrhl Hugo Ullika, realizace Prozatimni divadlo 1878 /

According to set designs by Hugo Ullik as realized by the Provisional Theatre in 1878

Perokresba / Pen drawing, Svétozor, ro¢. 12, ¢. 42, 18. 10. 1878, s. 521 / Vol. 12, No. 42, 18 Oct. 1878,
p. 521

74 M Musicalia 1-2 / 2012



Ceska krajina a architektura v dilech malifi Prozatimniho divadla

Pro mnohé inscenace Prozatimniho divadla vytvofil dekorace prosluly Jan Vaclav
Kautsky, ktery v hojné mire pracoval také na malifské vyzdobé této scény. Pfestoze napr.
v Prodané nevésté &i v Seborovych Templafich na Moravé nalézame jeho dekorace s na-
zvy ,Vesnice“ a ,Krajina u Prahy“, nejde de facto o zobrazeni redlného prostredi ceské
krajiny a dekorace tudiZ nenalezi do okruhu naseho zajmu. Naopak ,Krajina pod Bla-
nikem*, kterou namaloval Josef Haiss k Fibichové opefe Blanik, do naSeho vyctu patfi:
dekorace byla sice puvodné uréena pro Narodni divadlo, ale poté, co scéna v roce 1881
vyhorela, se téhoz roku uplatnila v Prozatimnim divadle. Specifickym pfikladem je pak
wandeldekoration ,Cesta z Plzné do Prahy“ od malife Napoleona Rohmera, ktera byla
vytvofena k zahajeni provozu Zeleznice na této trase (1862) a Prozatimni divadlo ji jen
o malo let pozdéji vyuZilo pro inscenaci vypravné bachorky Eugéna Scriba - Franze
Xavera Tolda Carovny zavoj (1865).

Vytvarnici, jejichz dilo se vazné zabyvalo lokalitou ¢eské krajiny ¢i architektury, byli
vSak v pribéhu aktivit Prozatimniho divadla zejména tfi nasledujici, shodou okolnosti
takrka generacni druhové (s vyhradou, Ze dodnes nezname datum narozeni prvniho jme-
novaného z nich): Josef Macourek, Eduard Herold a Hugo Ullik.®

Josef Macourek, patrné zak malife divadelnich dekoraci Antonina Fingerlanda na
AVU, zacal v 50. letech pracovat pro Stavovské divadlo. V Prozatimnim divadle pUsobil
od roku 1862 do roku 1874, kdy zemrel. Od roku 1864 byl vedoucim zemské dekoracni
dilny a podilel se na tvorbé zakladniho dekoraéniho fundu divadla. Prestoze byl konzer-
vativnim typem vytvarnika, dodrzujicim ony zavedené principy kulisové konstrukce scé-
nického prostoru (pfedevsim oblouk, systém sufit, zadnich prospekt(i, postrannich kulis
atd.), nalezi mu pozice jednoho z prvnich jevistnich malitQ, ktefi vytvareli pro divadlo
individuaIni dekorace, mimo jiné napfiklad pro Seborovu operu Drahomira (1867), pro
niz vytvoril ,Krajinu s pohledem na VySehrad“; tato dekorace byla vymalovana na pro-
spektu, s individualizovanymi soucastmi.® Navrh niéim nevybocoval z Macourkova stylu
a konvencné zvladnuté kresby, styl je ovsem identifikovatelny a do jisté miry osobity, tre-
baze napf. do Ullikovy vysoce vytfibené kresby a malby ma velmi daleko: probleskuje jim
vSak Usili o vyjadreni svételného kontrastu, svételné hry, a tim je jeho kresba ¢i kvaSova
malba, kterou vétSinou pouZzival, Ziva a presvédciva. Uz v predchozich letech ovSem vy-
maloval Macourek okoli Prazského hradu k Templariim na Moravé (1865) a také ve Sme-
tanovych Braniborech v Cechach (1866) se ve 2. d&jstvi objevuje Macourkova ,Krajina
u Prahy*“. Rovnéz pro poboénou scénu Prozatimniho divadla - Letni divadlo na hradbach
(Arénu na hradbach) - vytvoril roku 1869 malovany portal, dekorace a oponu s pohle-
dem na PraZsky hrad v popredi s nékdejsim prazskym Retézovym mostem.

8) Autorka pracovala se souborem scénickych navrh(, které jsou uloZeny v divadelnim oddéleni Historického
muzea NM: J. Macourek: scénické navrhy, sign. SA-IX c-3a, inv. ¢. 12892/33; E. Herold: scénické navrhy, sign.
S-VIl a-16, 1b, 5b; H. Ullik: rizné nacrty, sign. S XV a-1a, inv. ¢. 3350/30 + skicaf, sign. S-VIl a-5 e, inv. ¢. 153/27.
9) Viz SRBA, Borivoj: Vyvojové promény systému kulisové dekorace v Prozatimnim divadle a na jeho filidlnich
scénach 1862-1883, in: Theatralia et Cinematographica, Sbornik praci Filozofické fakulty brnénské univerzity,
Q3, Brno 2000, s. 42. Spolu s dalsimi studiemi vySlo také v publikaci SRBA, Bofivoj: V zahradach Thespidovych,
Janackova akademie muzickych uméni, Brno 2009.
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Josef Macourek také vypravil Zivy scénicky obraz Josefa Jifiho Kolara Véstba Libusina,
ktery byl spolu s Gvodni Smetanovou Slavnostni prfedehrou C dur proveden v Novomést-
ském divadle v den poloZeni zakladniho kamene k Narodnimu divadlu (16. 5. 1868).%°
Zde se rovnéz uplatnily obrazy readlné ceské krajiny a architektury. Po tomto scénickém
Cisle nasledovala premiéra Smetanovy opery Dalibor, k niz Macourek vytvoril dekorace
_Nadvofi kralovského hradu“ a ,Zalar“. Dalsi jeho znamou praci, v niZ se pokusil o vy-
stizeni typického razu Ceské krajiny, byly v roce 1871 dekorace k RozkoSného opere
Svatojanské proudy (,Krajina Svatojanskych proud(“ ve 3. jednani), opét v Prozatimnim

divadle.

Po smrti Josefa Macourka nastoupil do funkce $éfa dekoraéni dilny Prozatimniho di-
vadla Eduard Herold (1820-1895), malif a literat, autor dramatu Petr Vok, posledni
zZ RoZmberka. V Prozatimnim divadle zacal pracovat v dobé, kdy se ve shodé s progra-
mem Bedficha Smetany zac¢alo usilovat o vyraznéjsSi prosazeni vytvarné slozky, o jeji mo-
dernizaci ve prospéch vétsi autenticnosti a ve prospéch celistvosti hudebniho dramatu.
Herold ved| dekoraéni dilnu do roku 1876, ovSem i po tomto datu jesté vytvoril pro Proza-
timni divadlo navrhy dekoraci. Vytvarnik s hlubokym zajmem o historii uplatnil své znalos-
ti ve vypravach ke Smetanové Daliboru (1868), pro néjz vytvoril mj. dekoraci Prazského
hradu, v Seborové opefe Nevésta husitska (1868 - dochovala se sklddaci maketa s vo-
zovou hradbou) a v RozkoSného opere Zavis z Falkenstejna (1877), k niz spolu s Hugo
Ullikem navrhl dekorace, jejichz namétem byl mj. i vyrez jihoCeské krajiny. Eduard Herold
prosazoval trojrozmérné feSeni dekorace na Ukor zastaralé plosné perspektivni kulisové,
a v tom - vedle snahy po zobrazovani realného prostredi - tkvi jeho hlavni vyznam pro
dekoracni praxi té doby.

Z vytvarnikl Prozatimniho divadla byl nejtalentovanéjSim krajinafem Hugo Ullik
(1838-1881). Studoval na akademii v Praze a v Mnichové. O tom, Ze je jeho dilo dodnes
s respektem ocenovano, svédéi - kdyz ne usporadani vystavy z jeho dila - alespon uzna-
|é citace jeho tvorby v odborné literature a také zajem o jeho krajinomalbu v fadé aukci
uméleckych dél. Uz ve své dobé byl povazovan za nejlepSiho zaka Maxe Haushofera,
presto vSak zemrel v zapomnéni a stradani. Kratky Ullik(iv Zivot byl po uméleckeé strance
velice intenzivni; jeho dilo obsahuje bezpocet krajin (nékteré z nich se bliZi Zanrovym
vyjevlim s figuralnimi stafazemi), z nichz mnohé se néjak vztahuji k jeho Zivotni cesté
(Berounsko, odkud pochazel, Ceské hrady, alpska krajina).

Ullikovy malby v sobé spojuji znaky romantického citéni s nastoupivS§im realismem.
Doklada to uz volba namétl - oblibil si hrady, zficeniny (viz Bezdéz, ktery ztvarnoval
nékolikrat jako typické romantické misto, kde byl véznén Vaclav Il. a které se stalo ob-
libenou lokalitou romantické literatury). Ctil plenérovou kresbu a malbu: napf. krajinu
s Bezdézem timto zpUsobem maloval 1872 nebo 1873 a svou znalost konkrétni krajiny

10) JIRANEK, Jaroslav: Smetanova operni tvorba I., Editio Supraphon, Praha 1984, s. 325. Divadelni cedule
s Gdaji k provedeni V&stby Libusiny a Dalibora je publikovana, viz BARTOS, Josef: Prozatimni divadio a jeho
opera, vyd. Sbor pro zfizeni druhého Narodniho divadla v Praze, Praha 1938, s. 262-263.
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mohl vyuzit roku 1878, kdyz vytvarel scénické navrhy pro Smetanovo Tajemstvi. Presto
ale znovu vycestoval do této lokality spolu s reZisérem Edmundem Chvalovskym (také
zdatnym kreslifem) a vytvoril dalSi skici jako pfipravné materialy pro dekoraci. Kresebny
prepis téchto nacrtkl provedl Antonin Gareis ml., diky némuz se zachovala pfiblizna po-
doba Ullikovych kreseb.

Hugo Ullik evidentné s nesmirnou odpovédnosti pfistupoval k praci na navrzich: po-
rovhame-li jeho volnou krajinarskou tvorbu (at uz se jedna o malby nebo o kresby) s je-
vistnimi navrhy, rozdil je nékde az prekvapivé radikalni a svédéi to o Ullikové nesmirné
peclivosti, pokore, znalosti a respektovani divadelniho provozu. Zatimco volna tvorba pu-
sobi vzdusné, i pfi vSi peclivosti lehce, ,,atmosféricky”, dochované navrhy k inscenacim
se vyznacuji pfisnou deskriptivnosti, naprostou nazornosti. PfedevSim pak v navrzich in-
teriér(i, které pro Ullika patrné nebyly tak vytvarné zajimavé, nalézame hlavné snahu po
funkénosti, G¢elnosti; s az barokné vzdusnou, mékkou malbou Ullikovou nemaiji takrka
nic spoleéného.

Zda se vsak, Ze Ullikovo kratké plsobeni v divadelnim provozu ovlivnilo zpétné jeho
volnou tvorbu: jeho krajiny z tohoto obdobi jsou plisobivé svou dramati¢nosti a napétim.
Nejde jen o zaznam krajinného celku, jde zde také o atmosféru a prociténi prirodni sce-
nérie. Patrné i proto maji dodnes co fici.

Z hlediska vyvoje ceské scénografie jako celku se zdaji byt snahy malifli Prozatimniho
divadla o vérné zobrazeni Ceské krajiny a architektury pouhym stfipkem, znamenajicim
jen maly posun smérem k individualizaci jevistnich dekoraci a zachycovani realného pro-
stfedi. Ve své dobé vSak byly tyto pociny vyznamnym krokem, ktery tak ¢i onak napomohl
dalsim vytvarnikim k pomalému, ale usilovnému bourani letitého zabéhnutého systému.
Na pocatku 20. stoleti, tedy jen o nékolik desitek let pozdéji, uz ceska scénografie takrka
srovnava krok s volnou vytvarnou tvorbou.
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Czech Landscapes and
Architecture as Portrayed by
Painters of the Provisional
Czech Theatre

VERA VELEMANOVA

he opening of the Provisional Czech Theatre in Prague in 1862 came at a time when

Czech visual art was distinguished by the work of such figures as Karel Purkyné, Antonin
Chittussi, and Josef Manes. Although the stereotypical procedures of visual art applied to
stagings remained strikingly antiquated compared with free art at least through the end
of the nineteenth century, efforts did get underway toward individualization of sets and
costumes, especially in the sense of using different sets for different productions, and also
in depicting particular real environments. This article is focused on those cases where set
designers, in particular Josef Macourek, Eduard Herold, Hugo Ullik, and Josef Haiss, captured
real segments of Czech landscapes and architecture in their sets for the Provisional Theatre.

Provisional Czech Theatre - Czech landscape painting - nineteenth century - theatrical
decorations - sets and costumes - Josef Macourek - Eduard Herold - Hugo Ullik

And so the Czech provisional theatre is now standing. [...] We must confess that since
the moment when the full lighting spread through all its rooms we have felt completely
at home here. We take the provisional theatre as a good omen, a good preparation for
the grand national theatre.

Thus Jan Neruda welcomed the opening the Provisional Czech Theatre.! It must be said
that given its lack of cosiness and comfort, and the tight spaces of the building’s facilities,
his reaction was surprisingly favourable. However, the Provisional Theatre was born
of a great longing for daily performances in the Czech language - a longing that was
far from satisfied by irregular Czech performances in the Estates Theatre, or even the
substantially more frequent ones by the Czech ensemble in the New Town Theatre
following that venue’s opening in 1859. Therefore the joy and the inclination to tolerate
the shortcomings of the longed-for theatre were fully understandable.

Although the idea of a Provisional Theatre was brought from its initial conception to
a finished building in record time (from January to November 1862), the results of the ensuing

1) J.N.[NERUDA, Jan]: ‘Ceské Prozatimni divadlo’ (The Czech Provisional Theatre), Hlas (Voice), 19 Nov. 1862.
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twenty years of its duration until the opening of the National Theatre had great value for the
development of theatrical culture,? and confirmed the wisdom of the decision made in 1861.

It was in the Provisional Theatre that many outstanding actors (e.g. Otylie Sklenarova-
Mala, Josefina Cermakova, Jindfich Mo3na, Josef Smaha, and both Frantisek and Josef
Jifi Kolar) as well as opera singers (Josef Lev, Arnost Grund, Julius Soucek, Josef Palecek,
Vojtéch Sebesta, Marie Sittova, and others) either commenced or fully developed their
careers; many of them later continued in the National Theatre. Besides a considerable
number of spoken plays, some important operas by Czech composers were performed for
the first time in the Provisional Theatre, as the forum devoted to performances in Czech. The
operas received a hearing here thanks to programming choices by the chief conductor and
artistic director of the operatic ensemble, Bedrich Smetana. The building of the Provisional
Theatre and its auxiliary venues saw the premieres of most of Smetana’s own operas as well
as operas by Karel Sebor, Karel Bendl, Josef R. Rozkosny, and Vilém Blodek. The Provisional
Theatre also introduced some of the operatic works of Antonin Dvorak and Zdenék Fibich.

But the twenty years between the openings of the Provisional Theatre and the National
Theatre were also relatively important for the development of visual art - of set and
costume design - even if it lagged far behind that of free artistic endeavours and adhered
to conservative notions of illusory decoration.

One of the groups that emerged during this period was ‘the generation of National
Theatre visual artists’. Their connection to the rest of the cultural world became increasingly
visible, and their artistic self-confidence strengthened as did their artistic and human
individuality. The heyday of ‘national self-awareness’ saw the development of the work of
artists like Josef Manes, Karel Purkyn&, Gabriel Max, Josef Cermak, Julius Marak, Vojtéch
Hynais, Vaclav Brozik, Bene$S Knlpfer, and Antonin Chittussi-artists with strong ties to
other European countries. At the same time efforts were exerted towards realistic portrayal
of a certain segment of a landscape, which held great importance for theatrical sets.

Artists whose names were later included among ‘the generation of National Theatre
visual artists’ in connection with decoration of that building did not directly affect either
the appearance of the Provisional Theatre building or its stage sets, or only in part.
However, their work was important for the character of stage painting in general. Other
artists did leave their mark directly on the history of the Provisional Theatre, and some of
them substantially influenced the development of visual art in a much broader context.

At the time of which we are speaking the influence of the romantic movement, so
deeply rooted in the thinking of Czech society, could still be felt in Czech art, but also

2) For studies summarizing this issue see e.g.: D&jiny Seského divadia lll. Cinohra 1848-1918 (The History
of Czech Theatre IIl: Spoken Plays 1848-1918), ed. Frantisek Cerny and Ljuba Klosova, Academia, Prague
1977; Narodni divadlo a jeho predchidci (The National Theatre and Its Predecessors), ed. Vladimir Prochazka,
Academia, Prague 1988; SORMOVA, Eva et al.: Ceska divadla. Encyklopedie divadelnich souborti (Czech Theatre:
An Encyclopaedia of Theatrical Companies), Divadelni Gstav, Prague 2000; HILMERA, Jifi: Ceska divadelni
architektura (Czech Theatrical Architecture), Divadelni Ustav, Prague 1999; LUDVOVA, Jitka et al.: Hudebni
divadlo v ¢eskych zemich. Osobnosti 19. stoleti (Musical Theatre in the Czech Lands: Outstanding Figures of
the Nineteenth Century), Divadelni dGstav and Academia, Prague 2006; STEPAN, Vaclav and TRAVNICKOVA,
Markéta: Prozatimni divadlo (The Provisional Theatre), Academia and the National Theatre, Prague 2006.
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Nové ceské divadlo / The New Czech Theatre
Fotografie, ateliér neuveden, kolem 1880 / Photograph, name of studio not given, ca 1880
NM-CMH-MBS inv. €. / inventory no. 429

noticeable was an effort to conceive and depict situations and events realistically. Already
much earlier, going back at least to the time around 1800, the phenomenon of excursions
in the countryside on foot had developed and become fashionable, and in the second
half of the nineteenth century it became a commonplace. This was related to the ever-
more-striking popularity of plein air drawing and painting, which was gradually growing in
importance and from 1830 to 1870 was further stimulated by the work of the Barbizon
school.?

Some pupils of Max Haushofer at the Academy of Fine Arts in Prague began there
careers at this time. Haushofer’s influence as a teacher was another contributing factor
to rising interest in landscape and plein air painting.

Landscape painting and the romantic painting of this school in general were closer
to the German conception than, say, to that of the French, as concerns the meditative,
melancholy, and elegiac manner typical of German landscape painting. Haushofer
himself remained inwardly bound to his native Bavaria, even though he mapped the Czech
landscape together with his pupils including Julius Marak, a typical Czech landscape
painter. On the other hand the modern conception of landscape on the canvasses of
Antonin Chittussi came very close to that of the French artistic school, striving to express
impressions of and feelings aroused by a landscape in a certain type of daylight.

Sothese seemingly opposed tendencies overlapped in Czech visual artin an interesting
way - romantic feelings and the desire to depict landscapes realistically, elements of

3) A group of French landscape painters settled in and around the village of Barbizon near Fontainebleau.
Influenced by Dutch masters and English landscape painting, this group was led by the painter Théodore
Rousseau. Their goal was a return to real nature, for which reason they engaged in plein air painting.
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German and French landscape painting. These fusions later led to an immensely vital
and distinctive style in Czech painting, culminating in the impressionistic works of Antonin
Slavicek, Milos Jiranek, Antonin Hudecek, and others.*

This intermingling of romantic or neo-romantic tendencies with tendencies toward
realism was evident for many years in theatre as well. A more striking inclination towards
a realistic conception of decorations and costumes was stimulated by the work of the
‘Meiningeners’, who visited Bohemia three times in 1878, 1879, and 1883, always for
about three weeks in the autumn. Works they presented included Shakespeare’s The
Winter’s Tale, placed partly in a ‘Czech setting’.5

An important role in these strivings towards realism was also played by the gradual
rise of photography, although of course its influence appeared first in portraits.

The development of free artistic painting is always several steps ahead of decorative
art. Yet there are undeniable links and influences, as in the case of plein air painting
whose fruits are reflected in stage sets. For a long time, even into the early twentieth
century, stage decoration was dominated by an established practice carried over from
the Baroque period-standard decorations and a backdrop style including various
persistent clichés and formulas, such as always using the same elements (an arch, side
wings, soffits, and a backdrop). In any case theatrical decoration at this time was really
just a background for happenings on the stage.

Nevertheless, the efforts of some stage designers of the Provisional Theatre had their
precedents going back to the early nineteenth century. Karel Postl, a painter and teacher of
the landscape-painting style at the Academy of Fine Arts in Prague, not only created many
standard sets for the Estates Theatre but made a significant contribution to the history of
stage painting;: the practice of depicting a real environment, especially parts of old Prague, e.g.
in his decorations for the opera Das Singspiel auf dem Dache (The Singspiel on the Roof) by
Anton Fischer and Georg Friedrich Treitschke (1807), depicting rooftops of Prague with a view
of the Tyn Church and across the Old Town Hall to the panorama of Petfin and Hradc¢any.

At the time when operations of the Provisional Theatre were getting underway, the
backdrop system was applied exclusively and the principle of standard stage decorations
prevailed as well. But already then this routine approach was a target of modern criticism-
e.g. in 1864 Jan Neruda advocated changes in the practice of stage decorations, saying
that standard painted sets were static and ignored the action on stage, tending even to
suppress it and influencing it in undesirable ways.®

4) See e.g. BLAZICKOVA-HOROVA, Nadé&7da: ‘Romanticka krajinomalba Haushoferovy Skoly’ (Romantic Landscape
Painting of the Haushofer School), in Déjiny ¢eského vytvarného uméni (The History of Czech Visual Art) lll/1,
Academia, Prague 2001, pp. 358-78; PRAHL, Roman: ‘Malifstvi v generaci Narodniho divadla’ (Painting by the
Generation of the National Theatre), in D&jiny ¢eského vytvarného uméni lll/2, Academia, Prague 2001, pp. 60-113;
VLCKOVA, Lucie: Krajinomalby v Praze 1840-1890 (Landscape Painting in Prague, 1840-1890), Stépan Malovec,
Prague 2010; VLCKOVA, Lucie: Krajina, obraz, fotografie (Landscape, Painting, Photography), exhibition catalogue,
Kant, Prague 2010; and finally PRAHL, Roman and PETRASOVA, Tatana: Mezi Mnichovem a Prahou: uméni 19. stoleti
(Between Munich and Prague: Art of the Nineteenth Century), Academia, Prague 2012.

5) See e.g. KLOSOVA, Ljuba: ‘Neruda versus Meiningensti’ (Neruda vs. the Meiningeners), Divadelni revue
(Theatrical Review), Vol. 13 (2002), No. 1, pp. 3-15.

6) J. N. [NERUDA, Jan]: ‘Redlnost na jevisti’ (Realism on the Stage), Hlas (Voice), 21 April 1864.
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His call was unconsciously ‘heard’ only in part: it took many years for the system of
standard sets to disappear from theatres. However, already in the early years of the
Provisional Theatre there were efforts to conceive stage decorations in a more modern way.”

Decorations for many stagings by the Provisional Theatre were created by the renowned
Véaclav Kautsky, who also contributed numerous decorative paintings in the theatre building
itself. Although for example in Prodana nevésta (The Bartered Bride) and Sebor’s Templafi na
Moravé (The Templars in Moravia) we find his decorations titled ‘A Village’ and ‘Landscape
near Prague’, these are actually not realistic depictions of the Czech countryside, and
therefore lie outside the focus of our interest. By contrast ‘Landscape beneath the Mountain
Blanik’, painted by Josef Haiss for Fibich’s opera Blanik, belongs in our enumeration. This
decoration was originally intended for the National Theatre, but after that building was gutted
by fire in 1881 it was used the same year in the Provisional Theatre. Another good example is
a wandeldekoration called ‘The Route from Plzen to Prague’ by the painter Napoleon Rohmer,
created in 1862 for the opening of the railway on that route and used a few years later by
the Provisional Theatre for the 1865 staging of Carovny zavoj (The Magic Veil), a fairy tale
with impressive staging effects based on Eugéene Scribe’s Le Lac des fées (The Fairy Lake).

During the period of operation of the Provisional Theatre the following three artists,
especially, concerned themselves seriously with the Czech landscape and Czech architecture.
Coincidentally they were almost exact contemporaries (although we still do not know the
precise date of birth for the first of them): Josef Macourek, Eduard Herold, and Hugo Ullik.2

Josef Macourek, apparently a pupil of the theatrical decoration painter Antonin
Fingerland at the Academy of Fine Arts in Prague, began working for the Estates Theatre
in the 1850s. He then worked for the Provisional Theatre from 1862 until his death in
1874. Starting in 1864 he was head of the Provincial Theatre’s stage decorations
shop, and shared in creating the theatre’s basic stock of decorations. Although he was
a conservative, adhering to the established principles of backdrop construction of the
stage space (especially the arch, the system of soffits, rear backdrops, side wings, etc.), he
holds a position as one of the first stage painters who created individual decorations for
the theatre, such as for Sebor’s opera Drahomira (1867), for which he created ‘Landscape
with a View of VySehrad’; this decoration was painted on a backdrop with individualized
components.® The design does not depart in any way either from Macourek’s style or

7) See for example KLOSOVA, Ljuba: ‘K inscenadnim otédzkam opery a &inohry Prozatimniho divadla’ (Staging
Issues in Productions of Operas and Spoken Plays by the Provisional Theatre), Casopis Narodniho muzea (Journal
of the National Museum), Vol. 135 (1966), pp. 212-18; TRAVNICKOVA, Markéta: Prozatimni divadio 1862-1883
(The Provisional Theatre, 1862-1883), auxiliary results of a grant project, in Sbornik Narodniho muzea v Praze
(Compendium of the National Museum in Prague), Series A (History), Vol. LVII (2003), Nos. 3-4, Prague 2003.

8) The author worked with a collection of set designs deposited in the theatre department of the Historical
Museum of the National Museum, comprising: J. Macourek - set designs, shelf mark SA-IX c-3a, inventory
no. 12892/33; E. Herold - set designs, shelf mark S-VII a-16, 1b, 5b; and H. Ullik - various sketches, shelf
mark S XV a-1a, inventory no. 3350/30 and sketchbook, shelf mark S-VIl a-5 e, inventory no. 153/27.

9) See SRBA, Bofrivoj: ‘Vyvojové promény systému kulisové dekorace v Prozatimnim divadle a na jeho filidlnich
scénach 1862-1883' (Developmental Transformations in the System of Backdrop Decoration at the Provisional
Theatre and its Auxilliary Theatres, 1862-1883), in Theatralia et Cinematographica, Sbornik praci Filozofické
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from conventionally-executed drawing, but its style is identifiable and to a certain extent
distinctive. Though no match for such works as the highly-refined drawings and paintings
of Ullik, we see here glimmers of an effort to express contrast in lighting and a play of light,
which makes Macourek’s drawing and gouache painting (the technique he usually used)
vivid and convincing. Already earlier he had painted the Prague Castle and its surroundings
for Templari na Moravé (1865), and his ‘Landscape near Prague’ appeared in 1866 in the
second act of Smetana’s Branibofi v Cechéch (The Brandenburgers in Bohemia). In 1869
he created, for a branch venue of the Provisional Theatre called the ‘Summer Theatre [or
the Arena] on the Ramparts’ a painted portal, decorations, and curtain with a view of the
Prague Castle showing the former Prague chain bridge in the foreground.

Macourek also created sets for a tableau vivant called VéStba LibuSina
(LibuSe’s Prophecy) by Josef Jifi Kolar, performed after Smetana’s opening Slavnostni
predehra (Festival Overture) in C major at the New Town Theatre on 16 May 1868 -
the day when the foundation stone was laid for the National Theatre.’® Here, too, he
applied realistic images of the Czech landscape and Czech architecture. Then came
the premiere of Smetana’s opera Dalibor, for which Macourek created the decorations
‘Courtyard of the Royal Castle’ and ‘Dungeon’. Another known work of his in which he
attempted to express the typical character of the Czech landscape was the decoration
‘The Landscape of St. John’s Rapids’ for the third act of RozkoSny’s opera Svatojanské
proudy (St. John’s Rapids) at the Provisional Theatre in 1871.

After the death of Josef Macourek, his position as head of the Provisional Theatre’s stage
decorations shop was taken by Eduard Herold (1820-95), painter and writer, author of the
drama Petr Vok, posledniz RoZmberka (Petr Vok, the Last of the RoZzmberks). He commenced
work for the Provisional Theatre at the time when efforts began to be exerted, in accord with
the aims of Smetana, towards stronger emphasis on the visual component, towards its
modernization in favour of greater authenticity and integrity of the musical drama. Herold
led the decorations shop until 1876, but he designed decorations for the Provisional Theatre
later as well. Having a deep interest in history, he put his knowledge to use in three operas: in
1868 Smetana’s Dalibor, for which he created the decorations of the Prague Castle, in the
same year Sebor’s Nevésta husitska (The Hussite Bride) with a collapsible wagon barricade,
and in 1877 RozkoSny’s Zavis z Falkenstejna (Zavis of Falkenstejn), for which he and Hugo
Ullik designed sets depicting among other things a section of the landscape of southern
Bohemia. Herold advocated three-dimensional decorations as opposed to outmoded flat
perspective backdrops. This, along with the effort to depict a realistic environment, was his
main contribution to the decorative practice of the time.

fakulty brnénské univerzity (Theatralia et Cinematographica: A Compendium of Studies of the Faculty of Arts
of the University in Brno), Q3, Brno 2000, p. 42. Also published (along with other studies) in SRBA, Bofivoj:
V zahradach Thespidovych (In the Gardens of Thespius), Janackova akademie muzickych uméni, Brno 2009.
10) JIRANEK, Jaroslav: Smetanova operni tvorba (The Operas of Smetana), Vol. 1, Editio Supraphon, Prague
1984, p. 325. The playbill giving information about the performances of V&stba Libusina and Smetana’s Dalibor
is reproduced in BARTOS, Josef: Prozatimni divadlo a jeho opera (The Provisional Theatre and Its Opera), Sbor
pro zfizeni druhého Narodniho divadla v Praze, Prague 1938, pp. 262-63.

Musicalia 1-2 / 2012 W 83



Véra Velemanova

The most talented landscape painter among the artists of the Provisional Theatre
was Hugo Ullik (1838-81), who studied at the Academy in Prague and also in Munich.
The high esteem still accorded his work today is shown, if not by exhibition of his works,
at least by laudatory mentions of them in professional literature and also by interest in
his landscape paintings at many art auctions. Already in his time he was considered the
best pupil of Max Haushofer, yet he died in obscurity and hardship. His short life was
very intense artistically; his work encompasses innumerable landscapes. some of which
approach genre scenes with human figures, and many of which relate in some way to his
own life’s journey (his native region of Beroun, Czech castles, and alpine landscapes).

Ullik’s paintings combine elements of romantic feeling with the emerging realism.
This is evidenced already by his choice of topics - he was fond of castles and ruins, e.g.
Bezdéz, which he depicted several times as a typical romantic venue, where Vaclav Il was
imprisoned, and which became a popular location in romantic literature. He respected
plein air drawing and painting, for instance depicting Bezdéz in this style in 1872 or 1873.
He was able to use his knowledge of this particular landscape in 1878 when creating set
designs for Smetana’s Tajemstvi (The Secret), but nevertheless he travelled there again,
together with the stage director Edmund Chvalovsky (also a skilled drawer) and created
more sketches as preparatory material for stage decorations. The approximate appearance
of these sketches is known thanks to hand-made copies by Antonin Gareis the younger.

Hugo Ullik clearly approached his work on designs with an immense sense of
responsibility. If we compare his free drawings and paintings of landscapes to his set
designs, the difference is sometimes surprisingly radical, attesting to his immense diligence,
his humility, his knowledge, and his respect for theatrical operations. Whereas his free work
is airy and has, despite his hard work, a sense of lightness - something ‘atmospheric’
- his extant designs for stagings are strictly descriptive and absolutely vivid. Especially
in designs for interiors, which seem to have been less interesting for him artistically, we
find mainly a striving to achieve functionality and fulfilment of purpose; they have almost
nothing in common with his airy and soft, at times almost quasi-Baroque, style of painting.

It seems, however, that Ullik’s brief period of theatrical work exerted a reverse influence
on his free work: his landscape paintings from this time are effective in their dramatic
character and tension. They are not just records of sections of landscape, but also works
of atmosphere and emotional response to natural scenery. This is probably one of the
reasons they still speak to us today.

From the standpoint of the development of Czech scenography as a whole, the efforts of the
Provisional Theatre painters towards faithful depictions of Czech landscapes and architecture
seem to be a mere fragment, constituting only a slight shift towards individualization of
stage decorations and capturing of the real environment. In their time, however, these
achievements were an important step which in various ways helped other artists towards
a slow but strenuous demolition of the long-established system. Only a few decades later, in
the early twentieth century, Czech set designs nearly caught up with free artistic work.
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Pohled do hledisté

Narodniho divadla po poZaru,
s pozujicimi hasici / Seating
area of the National Theatre
after the fire, with firefighters
posing)

Fotografie / Photograph, Jan
Mulag, Praha / Prague, 1881
NM-CMH-MBS D XXXVIII/63,
inv. €. / inventory no. 8068

Pohled z balkonu Narodniho
divadla na Retézovy most

s provizornim dfevénym
mostem / View of the Chain
Bridge from the balcony of
the National Theatre, showing
the provisional wooden bridge
Fotografie / Photograph, Jan
Mulag, Praha / Prague, [1897]
NM-CMH-MBS E VIII/38,

inv. €. / inventory no. 8121

v PRAZE.
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FrantiSek Ondfic¢ek s houslemi / with his violin
Fotografie / Photograph, Jan Mulag,

Praha / Prague, [18837?]

NM-CMH-HHO &. pf. / acquisition no. 18/78

Eugen d’Albert

Fotografie s autogramem / Signed photograph,
Jan Mula¢, Praha / Prague, [1886]
NM-CMH-HHO F 492

Jozio Hoffmann

Fotografie u klaviru / Photograph at the piano,
Jan Mulac, Praha / Prague, [1886]
NM-CMH-HHO F 522
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Camille Saint-Saéns

Fotografie / Photograph, Jan Mulag,
Praha / Prague [18867?]
NM-CMH-MBS D Xll a/67, inv. &. /
inventory no. 9453

Franz Liszt

Fotografie / Photograph, Jan Mula¢ (?), kolem roku
18867 / 1886 or shortly before?
NM-CMH-HHO F 2751

Ignaz Paderewski

Fotografie / Photograph, Jan Mulac,
Praha / Prague, [1888]
NM-CMH-HHO F 2926

Musicalia 1-2 / 2012 B 87



Karel Burian

jako Dalibor / as Dalibor
Fotografie / Photograph,
Jan Mulag,

Praha / Prague, [1903]
NM-CMH-HHO F 3071
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FrantiSek Hynek

jako Escamillo / as Escamillo
Kolorovana fotografie / Coloured
photograph, Jan Mulag,

Praha / Prague, [1883-1884]
NM-CMH-MBS E IX/123

inv. €. / inventory no. 1600

Vilém He$

jako / as Mefistofeles
Fotografie / Photograph,
Jan Mulac,

Praha / Prague [1901]
NM-CMH-MAD 6069 IV



MUSICALIA 1-2 /2012, 89-99

Fotogratie
ateliéru

Jana Mulace

a Josefa Mulace
ve shirkach
Ceského muzea

hudby

EVA PAULOVA

(j.;@”x PRAGUE,

Jan Mulaé
Fotografie / Photograph, Ateliér Jan Mulac,
Masovy rozvoj portrétni fotografie v druhé  pofidil pravdépodobné Josef Mulac /

poloviné 19. stolefl’ u’moinil vyuZit podo- J@S&f’f@ﬁ?ffg@ﬁfﬁfé (t)%bfenlsz thzig
benky nejen ve styku v Gzkém kruhu rodiny, ale  pred 1900 / 1900 or shortly before]

i pfi profesni propagaci. V poziistalostech hudeb- ~ NM-CMH-MBS E XV a/58,

nikG a v dalSich obrazovych fondech Narodniho inv. €./ inventory no. 8125

muzea - Ceského muzea hudby (dale NM-CMH)

najdeme fotografie vétSinou az od 70. let 19. stoleti. Mezi umélci, zvlasté hudebniky, byly
oblibené prazské ateliéry Jana Mulace (1841?-1905) a pozdéji i jeho synovce Josefa
Mulage (1864-1941). N&kolik set fotografii zachovanych ve sbirkdch NM-CMH doklada
popularitu téchto fotografl a vede k hlubSimu zamysleni nad jejich tvorbou i k Gvaze, jak
mohou déjiny fotografie obohatit nase poznatky z hudebni historie a naopak.

Fotografie obou Mulaé&(i jsou sou&asti mnoha provenienénich souborti celého NM-CMH.
Soucasny stav badani je vysledkem dlouhodobé reserSe, kterou ovSem nelze povazovat
za definitivni, zvlasté u sbirek v chronologické evidenci.

Nejvétsi kolekce se nachazi v Muzeu Bedficha Smetany (dale MBS), a to jak pfimo ve
Smetanoveé pozlistalosti, tak i v ikonografickém fondu. Celkem je zde uloZzeno 303 foto-
grafii a 1 originalni sklenény negativ. Zaklad tvori fotografie Bedficha Smetany, dale pév-
cl Prozatimniho a Narodniho divadla. Pozoruhodny je soubor podobenek Zakl pévecké
Skoly Jana Ludvika Lukese. Z daru Josefa Hallaka pochazi zajimavy celek novych zvétSe-
nin z negativl a plvodnich fotografii, mj. i éast Mulacovych fotografii Prahy a Narodniho
divadla. Ctyficet pét fotografii, Gasto kopii z plivodnich negativ(i, koupilo muzeum v roce
1937 pfimo od Josefa Mulace.
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V hudebnéhistorickém oddéleni (dale HHO) bylo vyhledano 212 fotografii a 53 skle-
nénych negativ(l. Z nich je 146 kusu zpracovano v systematické evidenci ve fondu ikono-
grafie i v pozlstalostech hudebnik(i a 66 snimk( zlstava v evidenci chronologické, pfi-
¢emz rozsah a komplexnost nezpracovanych fondd nevylucuje nalez dalSich Mulacovych
fotografii. Negativy koupilo muzeum ze shirky Vaclava Chmelenského.

V Muzeu Antonina Dvoraka (dale MAD) nejsou pouze dvé z padesati Mulacovych fotogra-
fii systematicky evidovany. Fotografie nezachycuji jen Antonina Dvoraka, ale i jiné hudebniky.

Spektrum fotografovanych potvrzuje, jak mimoradné popularité se v 19. stoleti tésili
nejen hudebni skladatelé, ale prfedevsim operni hvézdy, zvlasté sopranistky a tenoristé,
a houslovi a klavirni virtuosové.

| kdyzZ jsou nékteré Mulacovy fotografie obecné znamé, historii ateliéri byla dosud
vénovana mensi pozornost, proto nékdy dochazi k nepfesnostem v urceni a datovani né-
kterych fotografii. Malo znama je zakladni prace Véry Koubkové.! Vyuzila v ni ojedinélych
vzpominek Josefova vnuka Jifiho Mulace. Prace stavi na tehdy jesté nezpracovaném fon-
du negativ(, ulozeném ve fotoarchivu Literarniho archivu Pamatniku narodniho pisem-
rie ateliérl je také postupné upreshovana v soubornych publikacich Pavla Scheuflera.®
Sbirkou fotografii v NM-CMH se zabyvala absolventska préce Svatavy Raskové, ktera
provedla evidenci ¢asti zpracovanych sbirek v ikonografickém fondu HHO.* VSechny pra-
ce se zminuji o tom, jak obtiZné je rozliSit autorstvi Jana a Josefa Mulacu v obdobi, kdy
pracovali zaroven (1900-1905). Josef také dal pouzival fotografie z negativl prevzatych
ze strycova archivu.’ Casto nalezneme fotografie, které sam Mula& patrné& nepofidil, ale

reprodukce dal Sifil.®

Zacatek samostatné cinnosti Jana Mulace v Karliné (187?-1877)

Pocatky ateliéru Jana Mulace reflektuji prudky rist Karlina ve druhé poloviné 19.
stoleti. Jako mnoho fotografll na pocatku rozvoje fotografie vySel z malifstvi a jesté
asi do roku 1885 se ¢asto jako malif a fotograf prezentoval. V archivnich dokladech

1) KOUBKOVA, Véra: Zapomenuté portréty. Poziistalost Jana a Josefa Mulade, absolventska prace, Prazska
fotograficka Skola, Praha 1989, strojopis, 27 s. Vedouci prace Pavel Scheufler.

2) Literarni archiv Pamétniku narodniho pisemnictvi, fotoarchiv, celky Mulac Jan, Mula¢ Josef (fotograf 1845-1905,
fotograf 1864-1941). Firemni archiv negativli portrét slavnych osobnosti v rozsahu 420 negativ(.

3) SCHEUFLER, Pavel: Galerie c. k. fotograft, Grada Publishing, Praha 2001, 244 s. Zde je také shrnuta
starsi literatura autora i dal$i odkazy.

4) RASKOVA, Svatava: Portrétni fotografie ateliéru Jana Mulade ve sbirce hudebnéhistorického oddéleni
Ceského muzea hudby, absolventska prace, Vyssi odborna skola informaénich sluZeb, Praha 2002, strojopis,
48 s. Vedouci prace Eva Paulova.

5) Napt. fotografie Antonina Dvoraka v rakvi z roku 1904 (NM-CMH-MAD IV 531) byvé pfipisovana Janu Mu-
lacovi, ale némecky casopis Die Musik ji v roce 1911, v ¢isle vénovaném 70. vyroci Dvorakova narozeni (roc. X,
Cislo 24, priloha za s. 338), uvefejnil pod znacenim ,Jos. Mulac, Prag, phot.”“.

6) Napf. fotografie malife Josefa Manesa viz SCHEUFLER opus cit., s. 68. Na po¢atku Mulacovy tvorby jiz
Manes nebyl zdrav a v roce 1871 umira. Tuto praxi s podobiznami slavnych ¢eskych vlastencd zminuje i Jifi Mu-
lag ve svych vzpominkach v souvislosti s reprodukei portrétu Frantiska Skroupa, kde Mulaé domaloval kabét.
Viz KOUBKOVA opus. cit., s. 15.
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Fotografie ateliéri Jana Mulace a Josefa Mulaée ve shirkach Ceského muzea hudby

a vzpominkach se lisi rok jeho narozeni. Josef Mulac ve
svych vzpominkach uvadi rok 1845,” kdezto v evidenci
obyvatelstva i dalSich pramenech je disledné udavan rok
1841,% na ktery odkazuje i nekrolog k jeho dmrti v roce
1905.° Nejvice informaci o pocatcich jeho ¢innosti najde-
me opét v ¢lanku Josefa Mulaée.*® Uvadi, Ze Jan Mulac
pracoval jako ,obchodvedouci“ u vyznamného fotografa
Hynka Fiedlera a v roce 1870 se osamostatnil. Tento rok
se zatim nepodarilo potvrdit. Nejstarsi fotografie ve sbir-
kach NM-CMH pochézeji z roku 1874.

Ateliér se nachazel tésné u Negrelliho viaduktu v dosud
existujicim domé ¢. 32 na tehdejsi Kralovské, dnes Soko-
lovské ulici, naproti plynarné - vyznamné technické stavbé,
ktera dodavala plyn pro osvétleni prazskych ulic, jak také i T
Mula¢ vzdy udava na svych fotografiich. Pfestoze byl ateliér ' %9510
tésné za okrajem Prahy na lince kofské tramvaje a uz na  Revers portrétni fotografie Karla

. ~ oo « T - Kuéery s nejstarsim datovanym
pocatku Mulacova podnikani do ného prichazeli divadelnici pfipisem z 15. 7. 1874 / Back
a hudebnici, majitel ateliéru nebyl podle vzpominek Josefa  side of a portrait photograph
Mulage s jeho ohlasem spokojen. Ve sbirkdch NM-CMH je  of Karel Kucera, bearing the

. » . P -+ . . earliest dated inscription -

dochovano 9 fotografii z karlinské etapy MulaCovy Cinnosti.  _4g July 1874
Jako pro celou jeho tvorbu muze byt pomocnym kritériem Litografie / Lithograph
pro dataci fotografii pouZiti kartonti pod fotografie a jejich ~ NM-CMH-MBS E1b/548,

o . L P . . P o v inv. €. / inventory no. 7780
ruzné grafické zpracovani. Z karlinského ateliéru muzeme
dolozit 4 rGizné typy firemnich litografii. Nejstarsi fotografii
datovanou pripisem ze dne 15. 7. 1874 je vizitka zobrazujici Karla Kuceru, dirigenta sboru
Prozatimniho divadla v letech 1873-1874.12 Stejny typ pozadi s vyobrazenim Muzy a s na-
pisem Artis Amica Nostrae maji i dalSi fotografie, a to nejen z Mulacova ateliéru; dolozen je
napf. na produkci ateliér(i z dnesni rumunské Moldavie.™® Jednalo se tedy o vzorovou litografii
doplnovanou pouze konkrétnimi Gdaji o prislusném fotografovi, Zadny znamy exemplar nema
uvedeného vyrobce. DalSi dva typy karton( jsou velmi dekorativni. Na jednom je firma uve-

7) Z paméti nasich nejstarsich pracovnik( ve fotografii, in: Foto-noviny. Odborny list pro oznamovani novinek
z oboru fotografickych aparat(, fotografickych potfeb a fotografie vlibec, ro¢. XX, Praha 1939, s. 91. Tuto dataci
pak prejima i dalsi soucasna literatura.

8) Narodni archiv - Policejni feditelstvi |, konskripce, karton 407, obraz 317, [cit. 2012-03-20]. Dostupné
z http://digi.nacr/prihlasky2/. Archiv hlavniho mésta Prahy - Rejstfik byvalého referatu Zivnostenského Magis-
tratu hlavniho mésta Praha - Zivnosti svobodné, rok 1877, ¢islo fadové 962, ¢islo mag. 112562.

9) Narodni listy, rocnik 45, ¢. 217, Praha 9. 8. 1905, s. 2. ,V¢era zemrel zde po kratké nemoci pan Jan
Mulaé, majitel fotografického zavodu, ¢len predstavenstva fotografli v Praze, spolku Hlahol v Praze, Sokola
prazského, Méstanské besedy atd. v 64. roce véku svého.“

10) Viz pozn.7,s.91-92.

11) Vizpozn.7,s.92.

12) NM-CMH-MBS E | b/548, inv. &. 7780. CERNUSAK, Gracian: Kucera Karel, in: Ceskoslovensky hudebni
slovnik osob a instituci, sv. 1., Statni hudebni vydavatelstvi, Praha 1963, s. 780.

13) Ateliery R. Rigopulo, Braila, 1879, Hestor Heck, Jassi 1877-1879. Viz [cit. 2011-11-29]. Dostupné z:
http://www.flickr.com/photos/22147242@N02/5896413205/
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dena na rozvinutém listu olemovaném kvétinovymi festony a pridrzovaném dvéma andély.
Nahore je pak putto s fotografickym nacinim a aparaty. Ani tuto fotografii nelze blize dato-
vat. V evidenci je ur€ena jako fotografie Vilka Novaka,* chorvatského hudebniho skladatele
ceského plvodu. Muzeum ji ziskalo s materialy o rodiné Jana Malata, protoZe Novak patfil
k pfibuznym jeho Zeny. Fotografovany vykazuje znacnou podobu s jingmi portréty Vilka Novaka
i jeho otce Antonina Novaka. Toto uréeni vSak nemuzZe byt spravné. Vilko Novak se totiz narodil
az v Chorvatsku v roce 1865, kam jeho otec odeSel v roce 1863. Otec umira na prelomu roku
1865-1866. Otec tedy nemohl byt portrétovan po roce 1870, a vyobrazenému muZi je urcité
nejméné 20 let. V té dobé uz Mulac neplsobil v Karliné.

DalSi typ kartonu nese firemni napis v kulatém zrcadle mezi sloupy. Nahore jsou dva
putti s rohy hojnosti, dole pak dvé skupiny po tfech putti - vlevo se symboly fotografie,
vpravo se symboly malifstvi. Obé fotografie!® daroval muzeu Ferdinand Koubek v souboru
fotografii pévcli opery Prozatimniho a Narodniho divadla.*®

Pouze dvé fotografie dokladaji, Ze v dobé letni sezény nasledoval Mula¢ své umélecké klien-
ty i mimo Prahu. Vedle karlinské adresy uvadéji ,a v laznich Sedmihorskych u Turnova“,*’
v Beské i némecké verzi. Cetna literatura zmifiuje, 7e se tyto vodolécebné lazné t&sily mezi
umélci, hlavné herci a divadelnimi pévci, velké popularité,'® Zadné relevantni archivni ma-
teridly se vSak nezachovaly.'® Fakt, Ze si Mula¢ nechal vytisknout specialni kartony, nazna-
cuje, ze zde plsobil minimalné jednu sezénu. Neni vyloucené, Ze se jednalo o posledni rok
Mulacova pusobeni v Karliné. V Kralovské ulici mél prostory patrné pouze pronajaté.?° Ve
svém novém pUlsobisti v Ovocné ulici 15, dnesni ulici 28. fijna, figuruje jako majitel nové po-
stavené nemovitosti 376a uz za rok 1877.2* Je tedy mozné, Ze se v letni sezoné pred stého-
vanim na nové pusobisté pokousel v Sedmihorkach o pfizen svych uméleckych zakaznik(.

14) NM-CMH-HHO F 7663.

15) NM-CMH-MBS E | b/538, inv. &. 7770, Petr Doubravsky a NM-CMH-MBS E | b/537, inv. €. 7769, Josef
Palecek.

16) NM-CMH-MBS &. pf. G 186, celkem 69 fotografii z majetku Ferdinanda Koubka. Ferdinand Koubek pU-
sobil od roku 1869 v Prozatimnim a Narodnim divadle jako basista, pozdéji jako spravce archivu a sbormistr.
17) NM-CMH-HHO F 4447 - fotografie otce Ladislava Vycpalka a NM-CMH-MBS S 217/1874/30 - fotografie
mladého Josefa Jiranka ve Smetanové albu.

18) Povést Sedmihorek doklada napf. ¢lanek v ¢asopise Zlata Praha Il., ro€. 1, Praha 27. 6. 1884, s. 307-309.
obce, jehoz text je nadéale prejiman. Viz HAVRDA, Bohuslav: VodoléCebné Iazné Sedmihorky. Historie Lazni Sedmi-
horky 1840-2000, leden 2000. [cit. 2012-03-26]. Dostupné z: www.karlovice-sedmihorky.cz. Své zpravy o pobytu
hudebnikd a ¢lentl Narodniho divadla vSak nijak nedokladal zdroji. Pouze z Gstniho sdéleni soucasného archivare
dohledaval zpravy v drobnych zminkach pamétnikd a v regionalnim tisku. Plvodni pamétni knihy a kroniky nejsou
ani v pfislusném archivu, ani v regionalnim muzeu. Rozsahly soupis uméleckych hostt, véetné hudebniki Emanuela
a FrantiSka Ondficka, Karla Bendla, Marie Petzoldové-Sittové, téZ bez odkazu na prameny, uvadi HALAMA, Milos:
160 let Iazni Sedmihorky, in: Nas Turnov. Casopis spolku rodak( a pratel Turnova, &. 22, Turnov, Gerven 2001, s. 2-4.
20) GRAFNETTER, Josef, ed. - FANTA, G. ed.: Aligemeines Adress- und Handels- Handbuch der Hauptstadt
Prag sammt Vorstadten: verbunden mit einem volistédndigen nach Strassen und Hausnummern verfassten
Wohnungs-Anzeiger [...] und des Grossgrund- und landtéflich eingetragenen Realitatenbesitzes des ganzen
Landes auf Grund authentischer Quellen. Erster Jahrgang, Beendet im Juli 1871, ). Grafnetter & G. Fanta, Prag
1891, s. 557. Zde jsou jako majitelé objektu uvedeni Johann und Katarina Kotting.

21) Statisticka prirucni knizka kral. hl. mésta Prahy za rok 1878. Zevrubny prehled staveb domi v Praze, ja-
koZ i pribytk( a ¢asti, jimi nabytych r. 1878, s. 13, pozn. 1: ,[...] Naopak jsou zde dodate¢né uvedeny ze staveb,
z 1. 1877 pochodicich a v Stat. pi. kn. V. str. 5. jmenovanych, ¢is. 376, 586-I [...]“.
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Vrchol tvorby ateliéru Jana Mulace v Ovocné ulici 15 (1877-1895)

Zivnost na Starém Mésté prazském byla registrovana 20. 9. 1877.22 0 vzhledu i umis-
téni ateliéru a o Mulacoveé Cinnosti a fotografické povésti v tomto misté jsou zachova-
ny podrobné informace ve vzpominkové knizce LeoSe Karla Zizky.2® Zde za&ina obdobi
nejvétsiho rozkvétu Mulagova ateliéru. Ve sbirkdch NM-CMH je zastoupeno nejv&tsim
poctem fotografii.

Zahranicéni hudebnici v ateliéru Jana Mulace

Do Mulacova ateliéru zavitali také Cetni zahrani¢ni umélci. Nejstarsi uchované fotografie
patfi anglické sopranistce Emilii Chiomi. Jeji ctitelé ji v Praze pfijali s nad$enim a Mulaé pofi-
dil celou sadu jejich fotografii civilnich i v rolich, ve kterych v Praze vystoupila. Nejvice fotogra-
fii (14) patfi jeji nejluspésSnéjsi prazské roli Marenky ve Smetanové Prodané nevésté.?* Chio-
mi je na nejstarsi pfesné datované fotografii z Ovocné ulice s dedikaci ze dne 6. 12. 1877.%

Pozoruhodna je fotografie Franze Liszta.?® Neni blize datovand, ale podle Listzova
vzhledu se vztahuje k fotografiim z let osmdesatych.?” V zahranici neni obecné znama.
Dochovany exemplar odkazuje pouzitym kartonem se zlatym tiskem na vyrobu na prelo-
mu 80. a 90. let 19. stoleti. Muzeum ji patrné ziskalo z pozUstalosti vydavatele Urbanka.
ProtoZe LisztOv pobyt v Praze v této dobé neni znam, plvod snimku je nejasny.

Italska pévkyné Emma Turolla hostovala v Prozatimnim i Narodnim divadle v letech
1883-1886 v nékolika rolich svétového repertoaru.?® Jiz o jejim prvnim vystoupeni ve
Verdiho Troubadourovi i o dalSich vystoupenich pochvalné referoval napt. Dalibor ,|[...]
jen Turollu a jen Turollu vidéti a slySeti, obdivovati se ji a Zasnouti, jen Turollu nadSené
vyvolavati, o Turolle mluvit, o Turolle sniti“.2° V NM-CMH jsou tfi fotografie pofizené Janem
Mulacem?® s dedikacemi z let 1883 a 1884.

Jediny exemplaf kabinetky Petra lljice Cajkovského vlastni MAD.3! Tato fotografie byla v mi-
nulosti poskozena nesetrnym vyrytim grafické sit&. Je pravd&podobné, Ze se vztahuje k Caj-
kovského pobytu v roce 1888, kdy dirigoval prazskou premiéru své opery Evzen Onégin.

Ze slavnych svétovych skladatell tfikrat navstivil Prahu také Camille Saint-Saéns, za Zivo-
ta Jana Mulace dvakrat. Poprvé sem pfijel v roce 1882 na pozvani Urbankova vydavatelstvi.3?

22) Viz pozn. 8.

23) ZIZKA, Leos Karel: Mistfi a mistfickové. Vzpominky na ceské muzikanty let 1881-1891, druhé nové pre-
hlédnuté a doplnéné vydani, vlastnim nakladem, Praha 1947, s. 123-124.

24) PANENKA, Jan - SOUCKOVA, Tatana. Prodané nevésta na jevistich Prozatimniho a Nérodniho divadla
1866-2004, Gallery, Praha 2004, s. 40.

25) NM-CMH-MBS E Ib/509, inv. &. 7741.

26) NM-CMH-HHO F 2751.

27) Srov. napf. http://catalogue.bnf.fr., zdznam ¢. FRBNF39623667, fotografie pofizena Svycarskym fotogra-
fem J. Ganzem patrné v Bruselu v roce 1881.

28) Viz Narodni divadlo, archiv. Soupis repertoaru od roku 1883. [cit. 2012-06-22]. Dostupné z: http://archiv.
narodni-divadlo.cz/

29) Dalibor. C‘asopis pro véecky obory uméni hudebniho, ro¢. V, €. 27 a 28, Praha 21. 7. 1883, s. 271 a ¢. 29,
30 a 31, Praha 7. 8. 1883, s. 290-291.

30) NM-CMH-HHO F 3032, NM-CMH-MBS E | b/134, inv. & 2794, E XIl/278, inv. &. 6437.

31) NM-CMH-MAD, &. pt. 1766/62.

32) Dalibor. Casopis pro vsecky obory uméni hudebniho, roénik IV, €. 1, Praha 1. 1. 1882, s. 5.
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Dne 22. ledna vystoupil na Zofiné jako klavirista i dirigent. PFi provedeni jeho 4. klavirniho
koncertu fidil orchestr Adolf Cech.3® K tomuto pobytu se vztahuiji dvé Muladovy fotografie
v HHO,3 jedna je vénovana Adolfu Cechovi, druha Velebinu Urbankovi. Dalsi Saint-Saénsiv
pobyt v roce 1886 se stal velmi sledovanou udalosti. Plvodné pfijel do Prahy, aby dirigoval
ve Stavovském divadle svou operu Henri VIII. S ohledem na nepfiznivou némeckou reak-
ci na Saint-Saénstv komentar k uvedeni Wagnerova Lohengrina v Pafizi muselo vedeni
divadla skladatele pozadat, aby predstaveni odlozil.®® Zalezitost byla ihned komentovana
Seskym tiskem z hlediska narodnostnich spor( a rivality obou divadel.3¢ Ceské divadlo pak
pozvalo skladatele ke koncertu, ktery probéhl 19. 2. 1886 a na kterém Gcinkoval jako klavi-
rista i dirigent,3 potom navstivil Urbankovo vydavatelstvi a Uméleckou besedu. Zavital také
do Chrudimi.®® K tomuto pobytu se vztahuje Mulacova fotografie v MBS,*® ktera sice neni
datovana pripisem, ale srovnanim s dalSimi dostupnymi fotografiemi odpovida priblizné
roku 1886.%° Ani jedna z fotografii neni v zahranici obecné znama.

Ze slavnych zahranicnich interpretd navstivili Mulacdv ateliér klaviristé Eugen d’Al-
bert a Ignaz Paderewski. D’Albert byl v Praze nékolikrat jako klavirista, napf. v letech
1883-1886. Ve shirkach jsou dvé jeho fotografie od Mulace, jedna podobenka - popr-
si,* druha cela postava sedici u klaviru.*> Podle odévu byly obé fotografie pofizeny pfi
jedné prilezZitosti, nejsou vSak datovany.*® Paderewski byl v Praze roku 1888 a usporadal
zde tfi koncerty. Mulac poridil jeho krasny odusevnély portrét z profilu.**

Stejny nastroj jako na d’Albertové fotografii, totiz bohaté fezbarsky zdobené piano, je
na Mulacové fotografii zazracného polského détského klaviristy Jozio Hofmanna, ktery
okouzlil Prahu v roce 1886.%°

Za zahraniéni umélkyni mGZeme povaZovat italskou tanecnici Giuliettu Paltrinieri, kte-
ra se pozdéji provdala za tanecnika a choreografa Augustina Bergera. V Praze poprvé
pohostinsky vystoupila v roce 1885 v baletu Excelsior a k tomuto predstaveni se vztahuje
Mulacova fotografie.*®

33) Ohlas od NeZarky. Tydenik pro pouceni a zabavu, pro zajmy obecné, spoleCenské a politické, Alois
Ladfras, JindfichQv Hradec, 14. 1. 1882, s. 14; Dalibor, ro¢. IV, 6. 3, Praha 20. 1.1882, s. 28.

34) NM-CMH-HHO F 2645 a F 2750.

35) SLAVIKOVA, Jitka: Guillaume Tourniaire a novodobé premiéry ve Statni opee Praha. Neznamé dila Ca-
milla Saint-Saénse, in: Hudebni rozhledy, ro¢. 61, ¢. 2, Praha 2008, s. 5-7.

36) Dalibor, ro¢. VI, €. 6. Praha 14. 2. 1886, s. 55-56.

37) Viz pozn. 28.

38) Dalibor, roc. VIll, €. 7. Praha 21. 2. 1886, s. 64-65.

39) NM-CMH-MBS D Xlla/67, inv. €. 9453.

40) http://gallica.bnf.fr.

41) NM-CMH-HHO F 492.

42) NM-CMH-HHO F 2749.

43) Obé fotografie se vSak do sbirek muzea dostaly nezavisle na sobé. Poprsi bylo zakoupeno jako soucast
vétSiho souboru v antikvariatu v roce 1958. Nepochybné obsahoval ¢ast fotografii z pozlstalosti nakladatele
Urbanka. Sedici postavu muzeum koupilo od soukromnika v roce 1935.

44) NM-CMH-HHO F 2926.

45) NM-CMH-HHO F 522. Dalibor, ro&. VI, . 43. Praha 21. 11. 1886, s. 427-428.

46) Viz Narodni divadlo, archiv. Soupis repertoaru od roku 1883. [cit. 2012-06-15].

Dostupné z: http://archiv.narodni-divadlo.cz/default.aspx?jz=cs&dk=Umelec.aspx&ju=1148&pn=256affcc-fO
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K Gc¢inkovani ruského barytonisty Pavla Chochlova se vaze fotografie s dedikacnim
pfipisem ze 17. 8. 1889. Chochlov hostoval v Praze jiz dfive, v dubnu roku 1889 trikrat
jako EvZen Onégin ve stejnojmenné opere.*

Podobné je tomu s pévcem Viadislavem Florjanskym ze Lvova, ktery v Praze poprvé
zpival v roce 1886 a v letech 1887-1900 byl clenem Narodniho divadla.*® Mulacovy foto-
grafie jej zobrazuji v divadelnich kostymech, negativ je portrétni fotografii s manzelkou.*®

Poslednim z cizich umélcu je literat, slovensky romanticky spisovatel a basnik Samuel
Tomasik, autor textu slavné pisné Hej Slované, ktery navstivil Prahu pfi pFipravé vydani
své shirky Basné a pisné. Tomasik v roce 1887 umira, shirka vySla az v roce 1888, ne-
chal se tedy patrné fotografovat Mulacem pfi pfipravé jejiho vydani.>°

Kompletni soupis ¢eskych hudebnikd, jejichZ fotografie z Muladova ateliéru se ucho-
valy ve sbirkdch NM-CMH, by znaéné presahoval rozsah tohoto &lanku. Nékterym osob-
nostem vSak Mula¢ vénoval ve své tvorbé mimoradnou pozornost, a tak se jimi budeme
podrobné&ji zabyvat i my.

Bedfich Smetana

Z mnohych fotografickych portrétli Bedficha Smetany vytvofil Jan Mulaé snimky ze
zavéru skladatelova zivota datované do let 1878-1881. Protoze portrét zakladatele
narodni hudby mél Mula¢ stale v nabidce svého zavodu, je obtizné nékteré fotogra-
fie pfesné datovat. Lze predpokladat, Ze Mulacuiv ateliér navstivil Smetana nékolikrat.
Dvakrat asi v roce 1878, jednou v roce 1880 a jednou v roce 1881.% Fotografii pofi-
zenych pravdépodobné v roce 1878 je nejvice. Nejcastéji se vyskytuje vizitka, na které
je Smetana v kabaté s ozdobnou lemovkou klop. Mula¢ ji prodaval rovnéz v ovalném
vyfezu a reprodukoval ji i po roce 1900. Pfi druném fotografovani byla pofizena opét
klasicka vizitka, ale skladatel ma na sobé jednodussi kabat s dvojitymi knofliky.5? PU-
vodné se uvazovalo, ze fotografie Smetany sediciho v kfesle®® vznikla az roku 1881,
ale po srovnani obou fotografii, pfi kterém se ve vétsi mife vyuzilo kvalitni digitalni do-
kumentace, doporucuje autorka po dohodé s prisluSnymi kuratory posunout dataci na
stejné prijeti, tedy asi na rok 1878.

02-2000-15af-c913k3315dpc. NM-CMH-MAD 1360 IV.

47) NM-CMH-HHO F 3113. Viz Narodni divadlo, archiv. Soupis repertodru od roku 1883. [cit. 2012-05-15].
Dostupné z: http://archiv.narodni-divadlo.cz/dokument.aspx/default.aspx?jz=cs&dk=Predstaveni.aspx
&pr=16810&sz=0&fo=000&ju=0&abc=0&pn=254affcc-cb43-4078-86fe-c5544619cf67.

48) Viz Narodni divadlo, archiv. Soupis repertoaru od roku 1883. [cit. 2012-07-06].
Dostupné z: http://archiv.narodni-divadlo.cz/default.aspx?jz=cs&dk=Umelec.aspx&ju=1726&pn=256affcc-f
002-2000-15af-c913k3315dpc.

49) NM-CMH-MAD 1373 IV a 1375 IV; NM-CMH-HHO J 5384.

50) NM-CMH-HHO F 1326.

51) Dataci Smetanovych fotografii se zabyvala stat autord WIRTH, Zdenék - WAISAR, Alfons: Smetanova
tvar, in: Sbornik Musea Bedficha Smetany, 1. sv., Praha 1959, s. 9-33; naposledy pak podrobné stat Zrcadlo
BedrFicha Smetany (Skuteéna tvaF) v katalogu vystavy PLECITA, Jana - KLIMESOVA, Marie: Podoby Bedficha
Smetany. Jak Smetanu vidély generace umélci 19. a 20. stoleti, Narodni muzeum, Praha 2004, s. 12-43.
Datace vychazi ¢astecné z pisemnych dokladu, Castecné ze starsi literatury.

52) NM-CMH-MBS S 217/1745.

53) NM-CMH-MBS S 217/1754.
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Kdyz se Josef Mulac ucil u svého stryce, setkal se roku 1880 se Smetanou. Ve strojo-
pisné vzpomince®* pak zminuje 2 uchovavané negativy®® jako ,jediné snimky z posledni
doby jeho [tj. Smetanova] Zivota“. Existuji ale i dal$i Mulacovy fotografie, pofizené pa-
trné roku 1881, na kterych skladatel bud sedi nebo stoji v zimnim kabaté s kozeSino-
vym lemovanim. Fotografii se stojicim Smetanou, pozdéji reprodukovanou v rdznych
vyfezech, najdeme v muzeu i v mimoradné velkém formatu.’® Smetanovy fotografie
jsou uloZeny také v mnoha dalSich provenienénich fondech. Byly povazovany za zdafrilé
vystizeni jeho podoby.%”

Antonin Dvorak

Dvorak se nechal u Jana Mulace fotografovat nékolikrat, i kdyZ nebyl jeho vysadnim
fotografem, jak mylné uvadi Véra Koubkova.®® Nejstarsi snimky pochazeji z konce 70. let,
mezi pozdé&jSimi je nejpopularnéjsi fotografie z roku 1892,5° kdy Dvorak podnikl pred odjez-
dem do Ameriky koncertni turné spolu s Hanusem Wihanem a Ferdinandem Lachnerem.
Mula¢ fotografoval vSechny tfi umélce a snimky spojil i do spole¢ného tablo.®® Dvoraka
fotografoval po roce 1900 v novém sidle ateliéru a také pofridil jeho fotografii v rakvi. PFipi-
sovany jsou mu téz fotografie z Dvorakova pohfebniho privodu, ale toto uréeni se dosud
nepodafrilo prokazat. Jako Mulacova je fotografie Dvofakovy pracovny, ktera byla pozdéji
publikovana jako prace (patrné reprodukce) jinych fotograf(.5*

FrantiSek Ondficek

Jednim z nejvérnéjsich Mulacovych zakaznikl byl houslista FrantiSek Ondficek. Kromé
jednotlivych fotografii v rdznych fondech jsou v muzeu ulozeny materialy z jeho pozUs-
talosti, obsahujici mnoho fotografii a fotograficka alba, i pozUstalost jeho propagatora
Bohuslava Sicha.®2 Najdeme zde 17 riiznych snimk(i samotného Ondficka i snimky &lend
jeho rodiny ve vice nezli 40 exemplarich. Velka ¢ast fotografii pochazi z pocatku 80. let
19. stoleti, posledni pak je datovana rokem 1904.

Pévci Prozatimniho a Narodniho divadla

Snimky pévcu a hercl ceského divadla tvofi témér dvé tretiny vSech Mulacovych fo-
tografii ve sbirkdch muzea. Umélci pfichazeli do ateliéru, aby si nechali pofidit civilni
fotografie i fotografie v rolich, podle datace ¢asto pravdépodobné jiz pred premiérou,

54) NM-CMH-MBS Tr, XIX/5 (3 a,b), inv. &. 331 a, strojopis, 3 s. Vzpominka, uloZena v muzeu v roce 1937,
existuje i v kratSi verzi, kterd méné zdurazinuje chlapeckou Zertovnou vzpominku na koupi tfeSni za spropitné.
55) Jeden z nich je uloZen v MBS, NM-CMH-MBS S 217/1748.

56) NM-CMH-MBS S 217/1752/1 zardmovany vyfez 268 x 218 mm, adjustovano v plivodnim ramu. V HHO je
pod inv. ¢. J 5381 uloZena reprodukce fotografie na sklenéném negativu, kterou pofidil sdm Mulac.

57) ,Na pf. Smetana je tu nejvErn&jsi v celé fadé dobovych fotografii [...]“, ZIZKA opus cit., s. 123.

58) KOUBKOVA opus cit., s. 14. DvoFakovy fotografie pofidil v Praze Tietz & Gallat i dalsi ateliéry.

59) V muzeu je jich zachovano vice nez deset, ¢asto s datovanymi pﬁpisy.vchnéni tohoto portrétu doklada
i charakteristika ,[...] Dvofakuv zasnény oblicej je pravé jen zde chycen [...]“ ZIZKA opus cit., s. 123.

60) NM-CMH-HHO F 574.

61) NM-CMH-MBS E XXVI/144, inv.E. 8460.

62) NM-CMH-HHO &. pf. 17/87, 18/78, 12/81.
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aby mohli ihned uspokojit zajem
svych ctitelll. Ve starSim obdobi
se vétSinou jednalo o vizitky. Mno-
hé maji dedikacni zapisy, mlizeme
tedy na nich dokumentovat, ze ke
konci roku 1879 zacal Mula¢ pou-
Zivat nové kartony. Vychazeji z pU-
vodniho feSeni, pouze méni zplsob
ureni mista.®®* Pozdéji pracoval
i s vétsimi, Casto graficky boha-
té zdobenymi kartony. Pfi jednom
prijeti byly porizovany fotografie
v kostymech a maskach rdznych
roli nebo v pohybovych cyklech.%*
Dekorativni pozadi téchto snim-
ki Casto imituje divadelni scénu
nebo pfirodni prostiedi. Kolem roku
1882-1883 zacal Mula¢ pouzivat
lopficnym kaligrafickym jménem.5®
Své prace Mulaé pravidelné inzero-
val v Divadelnich listech (napf. slovy
,na skladé jsou podobizny celnéj-
Sich vSech ¢lenl kral. zem. diva-
dla“).%¢ Pévce zachycuji i vyjimeéné
dochované kolorované fotografie. ~ Otylie Dvofakova )

Kromé dfive publikovanych foto- ]I:)I:gg“r,;ir:;tg:o{o?gsra':)l:ﬁ::rl:ﬂtﬁIaé, Praha / Prague, [1895]
grafii k Prodané nevésté® je to fo-  NM-CMH-HHO F 6067

tografie FrantiSka Hynka jako Esca-

milla.®® Mulacovu UGzkou spolupraci

63) ,proti c. k. dvornimu klobouénikovi/vis a vis d. k. k. Hofhutfabrik SRBAovi“. Tento typ kartonu vyrabél

i ve zdobné&jsi varianté s ornamentalni architekturou (napf. NM-CMH-MBS E 11b/222, inv. &. 7138/2). | v na-
sledujicich letech byli hlavnimi dodavateli kartonu. Historii vyskytu jednotlivych litografii bude nutno v dalSim
vyzkumu upresnit na zakladé prament dostupnych ve Vidni, o kterych podava prehled databaze STARL, Timm:
Biobibliografie zur Fotografie in Osterreich. [cit. 2012-08-09]. Dostupné z: http://fotobibliografie.albertina.at.
64) Napf. FrantiSek Hynek jako Kecal v roce 1886 viz PANENKA - SOUCKOVA opus cit., s. 48. Dalsi ¢ast cyklu
je rovnéz v NM-CMH-MBS.

65) J. Mula¢ | PRAHA /PRAG | Ovocna ul. 15 / Obstgasse 15. Na pocatku bylo provedeno v hnédém tisku,
pozdéji v jinych barevnych variantach, koncem 80. a v 90. letech 19. stoleti pak ve zlatém tisku.

66) Viz SCHEUFLER opus cit., s. 69.

67) Viz PANENKA - SOUCKOVA opus cit., s. 40, 45.

68) NM-CMH-MBS F 1420, &ernobilé totéZ E 1X/123, inv. &. 1600. Hynek vystupoval v Bizetové Carmen v le-
tech 1884-1889.
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s divadlem dokladaji i fotografie budovy Narodniho divadla, véetné fotografie hledisté po
pozaru v roce 1881.%°

Posledni sidlo ateliéru Jana Mulace ve Vodickové ulici 20 a ateliér Josefa Mulace

Ateliér v Ovocné ulici musel na sklonku roku 1894 nebo v roce 1895 ustoupit asa-
naci staré Prahy, v tomto pfipadé vystavbé staroméstskeé trznice, a Mula¢ byl nucen se
prestéhovat. O novy ateliér ve Vodickové ulici 20 - ani tento didm dnes neexistuje - uz
nebyl takovy zajem: z 10 let ¢innosti Jana Mulace na tomto misté pochazi jen necela
tvrtina Mulagovych fotografii v NM-CMH, v mnoha pfipadech zvétsenin ze starsich ne-
gativl. Casté&ji jsou pouZivany velké formaty, nejen kabinetky, ale i médni prodlouzené
tzv. secesni formaty,’® napf. fotografie tehdy velmi obdivovaného pévce Karla Buria-
na.™ V tomto obdobi vyuZiva Mula¢ novou technologii, ktera pfinasi na fotografie pre-
vazné studenéjSi az namodralé zabarveni, a nepouziva jiz vyrazné ateliérové dekorace,
ale neutralni pozadi.

Né&jaky ¢as po vyuceni plsobil u n&j jeho synovec Josef, ktery se v roce 1900 osamo-
statnil a provozoval ateliér na Smichové v tehdejsi Palackého, dnes Lidické ulici. Je patr-
né autorem portrétni fotografie Jana Mulace™ z roku 1900 nebo z doby tésné pred nim.
Dosud byla znama pouze jako reprodukce olejomalby pofizené asi podle této fotografie
a publikované ve Svétozoru az v roce 1939.7° Do smichovského ateliéru pfichazeli napfr.
Karel Hoffmann, priméarius Ceského kvarteta, kapelnik a skladatel Julius Fudik i dalsi
hudebnici.

Originalni negativy

Kromé pozitivnich fotografii spravuje NM-CMH také 54 Mulagovych plvodnich sklené-
nych negativli, mezi nimi i Smetanv portrét v MBS. Na negativech uloZzenych v HHO jsou
tfi fotografie notovych zapis(, pét pak prefotografované starsi snimky. K nékterym ma
muzeum ve shirce uchované i pozitivy (napft. fotografie Zdenka Fibicha nebo Jana Kubeli-
ka), nékteré zab&ry jsou nezndmé. Jsou to napf. snimky mladého Ludvika Vitézslava Ce-
lanského, pozdéjsinho dirigenta Ceské filharmonie, mladého Rudolfa Frimla nebo Hanuse
Trnecka ad. Negativy byly plivodné v majetku Josefa Mulace, jak dokladaji podlepené
papiry Uméleckého ateliéru CHRONOS na Smichové.™

Oba fondy negativ(i, v LA PNP i v NM-CMH, by si zaslouzily podrobné&jsi srovnavaci
studium ve vztahu k pozitivim, které jsou bohaté zastoupeny i v dalSich sbirkach Na-
rodniho muzea (divadelni oddéleni Historického muzea, Archiv Narodniho muzea, Na-
prstkovo muzeum). Zajimavym pfikladem jsou dvé Mulagovy fotografie Ceského kvarteta

69) NM-CMH-MBS D XXXVIII/63, inv. &. 8068 b.

70) SKOPEC, Rudolf: Déjiny fotografie v obrazech od nejstarsich dob k dnesku, 1. vyd., Orbis, Praha 1963,
501s.,s. 157.

71) Mj. NM-CMH-HHO F 2827, F 2835. Kartony opét pochazeji prevazné od Rudolfa Krziwanka, jsou véak uz
stizlivéji zdobené a pozdéji psané pouze v ¢estiné. Zakladnim motivem zUstava zdobena iniciala JM.

72) NM-CMH-MBS E XVa/58, inv. &. 8121 a.

73) KOUBKOVA opus cit., s. 5 a 24.

74) KOUBKOVA opus cit., s. 9 a obr. 6.
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z po&atku jeho umélecké &innosti. NM-CMH ma velkou pozitivni fotografii, jejiz negativ je
uloZen v LA PNP,® ve shirce NM-CMH pak je negativ k druhé fotografii, ktera dosud neméa
dolozZeny vyskyt pozitivu.

Fotografie ateliérd Mulac jsou svébytnym odrazem hudebniho Zivota v Praze v posledni
tretiné 19. stoleti a na pocatku 20. stoleti. Postupné zpracovani a nové zhodnoceni vzajem-
né souvisejicich fotografii z rznych fond{l umozni blize poznat a zhodnotit jejich vyznam
pro hudebni historii a zaroven zdokumentovat praci téchto prednich prazskych ateliérq.

Jan Kubelik
Sklenény negativ / Glass negative, Jan Mula¢, Praha / Prague, 1900
NM-CMH-HHO J 5397

75) Srov. KOUBKOVA opus cit., obr. 16. a NM-CMH-HHO F 6710 a negativ &. pt. 4/89, &. 41.
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Photographs from

the Studios of Jan and Josef
Mulac in the Collections

of the Czech Museum

of Music

EVA PAULOVA

his study summarizes results achieved to date in researching the photographic

collections of the Czech Museum of Music. Numerous Czech musicians as well as
important artists from abroad who performed in Prague had themselves photographed in
the Prague studios of Jan Mula¢ (1841?-1905) and later his nephew Josef Mula¢ (1846-
1941). Evaluation of the more than five hundred photographic positives and forty-four
negatives in the museum’s holdings provides new information on the history of these
studios and establishes connections among photographs scattered in various collections.
The portrait studio of Jan Mulac, especially, constituted a distinctive cultural gathering
place in the last third of the nineteenth century and the early years of the twentieth, and
played a role in public promotion of artists, especially opera singers. Comparisons of
photographs have allowed refinements of their dating in some cases.

historical photography - Jan Mula¢ - Josef Mula¢ - photography studio - Bedrfich
Smetana - Antonin Dvorak - FrantiSek Ondficek — Emilia Chiomi - Camille Saint-Saéns
- Franz Liszt - Provisional Czech Theatre - National Theatre - Prague in the last third of
the nineteenth century - Karlin

The massive development of portrait photography in the second half of the nineteenth
century allowed use of portraits not only within the narrow confines of one’s family but also for
professional promotion. The Czech Museum of Music (Ceské muzeum hudby, CMH), as part
of the National Museum (Narodni muzeum, NM) holds innumerable photographs in materials
from the estates of musicians and in other iconographic collections, mostly coming from the
1870s and later. Favoured by artists and especially musicians were the Prague studios of Jan
Mulac (1841?-1905) and his nephew Josef Mulac (1864-1941). Several hundred photographs
preserved in the collections of the Czech Museum of Music document the popularity of these
two photographers, leading one to reflect on the significance of their work as well as on how
the history of photography can enrich our knowledge of music history and vice versa.
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Photographs by Jan and Josef Mula¢ are found in many collections coming from
particular sources that are deposited in various parts of the Czech Museum of Music.
The present state of research is the result of long-term studies which however cannot be
considered definitive, especially in the case of collections registered by the museum only
in acquisitions books (arranged by date of acquisition).

The largest collection is deposited in one of the museum’s subunits, the Bedfich
Smetana Museum (Muzeum BedFicha Smetany, in shelf marks NM-CMH-MBS), among
materials from Smetana’s estate and also in the iconography collection. Here we find
a total of 303 photographs and one original glass negative from the Mulac studios. The
core consists of photographs of Smetana himself and of singers of the Provisional Czech
Theatre and the National Theatre. Also remarkable is a set of portraits of pupils in the
singing school of Jan Ludvik Lukes. An interesting unit donated by Josef Hallak consists
of new enlargements from negatives and from original photographs including a portion
of the Mula¢ photographs of Prague and the National Theatre. Finally, 45 photographs,
in many cases copies made from original negatives, were purchased by the museum in
1937 directly from Josef Mulac.

In the Music History Division (Hudebnéhistorické oddéleni) of the Czech Museum
of Music (designated in shelf marks NM-CMH-HHO) a total of 212 photographs and
53 glass negatives from the Mula¢ studios have been found. Of these, 146 have been
systematically catalogued in the iconography collection and in collections from the
estates of musicians, while 66 remain registered only in acquisitions books by date of
acquisition. In view of the size and complexity of collections that remain uncatalogued,
we cannot rule out discovery of additional Mula¢ photographs. The negatives were
purchased by the museum from the collection of Vaclav Chmelensky.

Another of the subunits of the Czech Museum of Music, the Antonin Dvofak Museum
(Muzeum Antonina DvoFéaka, in shelf marks NM-CMH-MAD) holds 50 Mulaé photographs,
all but two of them systematically catalogued. These photographs capture not only
Antonin Dvorak but other musicians as well.

The spectrum of persons photographed by Jan and Josef Mula¢ confirms what
extraordinary popularity was enjoyed in the nineteenth century not only by composers
but especially by opera stars, particularly sopranos and tenors, as well as violin and
piano virtuosos.

Although some photographs by Jan and Josef Mula¢ are widely known, the
history of their studios has so far received only marginal attention, and so mistakes
are sometimes made in identifying and dating the photographs. Little known is
a fundamental study by Véra Koubkova,* drawing on unique recollections written
by Josef Mula¢’s grandson Jifi Mula¢ and otherwise based on a collection of
negatives, not yet catalogued at the time, deposited in the photograph section of

1) KOUBKOVA, Véra: Zapomenuté portréty. Pozlstalost Jana a Josefa Mulace (Forgotten Portraits: Materials
from the Estates of Jan and Josef Mulac), graduation thesis, Prague School of Photography, Prague 1989,
typescript, 27 pp. Thesis director Pavel Scheufler.
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the Literary Archive of the Museum of Czech Literature;? that collection remains the
most important source for further research. The history of the Mula¢ studios is also
gradually being described more precisely in publications by Pavel Scheufler devoted
to the topic of photography studios more broadly.® One collection of photographs in
the Czech Museum of Music is the topic of a graduation thesis by Svatava Raskova,
who described in greater detail part of the inventoried units in the iconography
collection of the Music History Division.* All these studies mention how difficult it is
to distinguish photographs by Jan and Josef Mula¢ during the period when they both
had studios (1900-05). Josef continued to use both negatives and positives from his
uncle’s archive.® Moreover, we often find photographs apparently not taken by either
Mulaé but disseminated by them in reproductions.®

The Beginning of Independent Work by Jan Mulaé: Karlin (1870?-77)

The beginnings of the studio of Jan Mulac reflect the rapid growth of Karlin (a suburb
of Prague, today part of the city) in the second half of the nineteenth century. Like many
photographers during the early phase of the development of this field, he was previously
a painter, and until about 1885 he still often presented himself as both a photographer
and a painter. The year of his birth is given differently in different sources. In the
recollections of his nephew Josef Mula¢ we find the year 1845,7 but records of the
population and other sources consistently give 1841,8 to which his obituary in 1905 also

2) Literarni archiv Pamatniku narodniho pisemnictvi (Literary Archive of the Museum of Czech Literature),
photography archive, ‘Mulaé Jan, Mula¢ Josef (photographer 1845-1905, photographer 1864-1941)'. A total of
420 negatives of portraits of famous personages as archived by the photographers themselves.

3) SCHEUFLER, Pavel: Galerie c. k. fotografi (A Gallery of Imperial-Royal Photographers), Grada Publishing,
Prague 2001, 244 pp. Includes a summary of earlier writings by the author and additional references.

4) RASKOVA, Svatava: Portrétni fotografie ateliéru Jana Mulade ve shirce hudebnéhistorického oddéleni
Ceského muzea hudby (Portrait Photographs from the Studio of Jan Mulaé in the Collection of the Music
History Division of the Czech Museum of Music), graduation thesis, Vy$si odborna skola informacnich sluzeb
(Professional College of Information Services), Prague 2002, typescript, 48 pp. Thesis advisor Eva Paulova.

5) E.g. a photograph of Antonin Dvofak in his coffin from 1904 held by the Antonin Dvofak Museum, shelf
mark NM-CMH-MAD IV 531, is usually ascribed to Jan Mulag, but the German magazine Die Musik published
itin 1911, in an issue devoted to the seventieth anniversary of Dvofak’s birth (Vol. X, No. 24, supplement after
p. 338) under the designation ‘Jos. Mulac, Prag, phot.’.

6) E.g.concerning a photograph of the painter Josef Manes see SCHEUFLER (op. cit., note 3), p. 68. When Jan
Mula¢ began his work Manes was already in poor health, and in 1871 he died. This practice involving portraits
of famous Czech patriots is mentioned by Jifi Mula€ in his recollections in connection with a reproduction of
a portrait of FrantiSek Skroup on which Mulaé painted a coat. See KOUBKOVA (op. cit., note 1), p. 15.

7) MULAC, Josef: ‘Z paméti naSich nejstarich pracovnik(l ve fotografii’ (From the Memories of Our Earliest
Workers in Photography), in Foto-noviny. Odborny list pro oznamovani novinek z oboru fotografickych aparatu,
fotografickych potreb a fotografie vibec (Photo News: A Professional Journal for Reporting News in the Field of
Cameras, Photography Needs, and Photography in General), Vol. XX, Prague 1939, p. 91. This date of birth was
adopted by subsequent literature.

8) National Archive - Policejni feditelstvi (National Archive - Police Headquarters) I, konskripce (conscription),
carton 407, item 317. http://digi.nacr/prihlasky2 (accessed 20 Mar. 2012). Archiv hlavniho mésta Prahy -
Rejstfik byvalého referatu Zivnostenského Magistratu hlavniho mésta Praha - Zivnosti svobodné (Prague City
Archives - Index of the Former Register of Trades of the Capital City of Prague - Free Trades), 1877, serial
number 962, ¢islo mag. (city office number) 112562.
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refers.® The most detailed information || _ BT AR L = ,‘
on the beginnings of his career is found R,
in the above-mentioned article by Josef
Mulaé,*® who says his uncle served as
a ‘business manager’ for the important 5 _-*3.*."- .
photographer Hynek Fiedler before A I ) !
beginning to work independently in 1870. . '
So far no confirmation has been found
for that year; the oldest photographs by
Jan Mulac in the collections of the Czech
Museum of Music are from 1874.

The studio was located in building e
No. 32, which still stands today, on 2
Kralovska ulice (now called Sokolovska | " AN
ulice), close to the Negrelli viaduct and '
opposite the gas works (an important
technical structure that supplied gas for
illumination of Prague streets, as Jan
Mula¢ always stated on his photographs
from this period). Although the studio lay
on the horse tram line just outside the _
Prague city limits, and theatrical personnel < PO I e
and musicians came there already at the Giokas dica s, 1AL L
beginning of his operations, according to - TR

. . Emma Turolla
the recollections of Josef Mulac the owner o atie / Photograph, Jan Mulag,
of the studio was not satisfied with the Praha / Prague, 1883
amount of business he received.!t NM-CMH-HHO F 3032

Preserved in the collections of the
Czech Museum of Music are nine photographs from the Karlin phase of the work of
Jan Mulac. Here, as for his whole output, an aid in dating the photographs can be the
cardboard backings to which they were affixed and various types of graphic treatment
thereof. We know four different types of lithographs used by the Mula¢ studio in Karlin.

The earliest of the nine photographs, dated 15 July 1874 in an annotation, is a calling
card showing Karel KucCera, conductor of the chorus of the Provisional Czech Theatre
in 1873-74.22 The same type of background found here, depicting a Muse and with the

9) Narodni listy (National News), Vol. 45, No. 217, Prague 9 August 1905, p. 2: ‘Yesterday Mr. Jan Mulac,
owner of a photographic enterprise, member of the board of photographers in Prague, the Hlahol society in
Prague, Prague Sokol, the Townspersons’ Association, etc., died after a brief iliness at the age of 64.’

10) See note 7, pp. 91-92.

11) Seenote 7, p. 92.

12) NM-CMH-MBS E | b/548, inventory no. 7780. CERNUSAK, Gracian: ‘Kugera Karel’, in Ceskoslovensky
hudebni slovnik osob a instituci (Czechoslovak Musical Dictionary of Persons and Institutions), Vol. 1., Statni
hudebni vydavatelstvi, Prague 1963, p. 780.
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inscription ‘Artis Amica Nostrae’, may be observed in association with other photographs,
and not only from the Mulac studios; e.g. we find it on products of studios in Moldavia (today
in Romania).*® Thus this was a stock lithograph, to which was added only information about
the photographer in question; no known specimen gives the name of the manufacturer.

The next two types of cardboard backing are highly decorative. On one of them
the name of the firm is given on an open leaf lined with floral festoons and held by
two angels; at the top is a putto with photographer’s instruments and apparatus.
On this type of backing we find a photograph from the studio in Karlin that cannot
be dated with any degree of precision, designated in the inventory as showing Vilko
Novak.** A Croatian composer of Czech origin, Vilko Novak was a relative of the wife
of the composer Jan Malat, and the museum acquired this photograph with materials
pertaining to Malat’s family. The appearance of the man pictured is quite similar to
that of both Vilko Novak and of his father Antonin Novak on other portraits. However,
this identification cannot be correct. The father died in 1865 or 1866 and thus this
photograph cannot be from the studio of Jan Mulac, who as noted did not begin working
independently until 1870. As concerns the son Vilko, he was born in 1865 (in Croatia,
where his father had moved in 1863); the man on the photograph is certainly at least
twenty years old, and when Vilko Novak reached that age Jan Mula¢ was no longer
working in Karlin.

The fourth type of cardboard backing may be seen on two items from a set of
photographs of singers of the Provisional Czech Theatre and the National Theatre!®
donated to the museum by Ferdinand Koubek.® The backing bears the firm’s inscription
in a circular mirror between columns. At the top are two putti with horns of plenty, and at
the bottom two groups of three putti each - at the left with symbols of photography, at
the right with symbols of painting.

Only two of the museum’s photographs from Jan Mulac’s Karlin period provide evidence
that during the summer season he followed his artistic clients to their places of sojourn
outside Prague. Besides the Karlin address we find here, both in Czech and in German:
‘and at the Sedmihorky spa near Turnov'.r” Abundant literature mentions that this spa
where water was used to treat ailments enjoyed great popularity among artists, especially
actors and theatrical singers.*® But no relevant archival materials have survived.*® The

13) The studios of R. Rigopulo in Braila (1879) and Hestor Heck in lasi (1877-79). See http://www.flickr.
com/photos/22147242@N02/5896413205/ (accessed 29 Nov. 2011).

14) NM-CMH-HHO F 7663.

15) NM-CMH-MBS E | b/538, inventory no. 7770 (Petr Doubravsky) and NM-CMH-MBS E | b/537, inventory
no. 7769 (Josef Palecek).

16) NM-CMH-MBS, acquisition no. G 186: a total of sixty-nine photographs from the possessions of
Ferdinand Koubek, who from 1869 sang in the Provisional Theatre and the National Theatre as a bass, then
later served the National Theatre as manager of the archive and director of the chorus.

17) NM-CMH-HHO F 4447 (photograph of the father of Ladislav Vycpalek) and NM-CMH-MBS S 217/1874/30
(photograph of the young Josef Jiranek in Smetana’s photo album).

18) The legend of Sedmihorky is documented e.g. by an article in the magazine Zlata Praha (Golden Prague) Il,
Vol. 1, Prague 27 June 1884, pp. 307-09.

19) The most detailed information on social life in Sedmihorky is found in an essay dated January 2000 by
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fact that Mula¢ had cardboard backings specially printed suggests he worked there for
at least one season.

This may have been the last year of Jan Mula¢’s work in Karlin. Apparently he did not
own his premises there, but only rented them.?° In his new location, at No. 15 on Ovocna
ulice (today’s ulice 28. fijna) in the Old Town of Prague, he was the owner of a newly-
erected building, No. 376a, already in 1877.2* Thus it is possible that he attempted to
win the favour of his artistic clientele in Sedmihorky during the summer season before
moving to his new Prague location.

The Peak Period of the Studio of Jan Mulac: At Ovocna ulice 15 (1877-95)

Jan Mula¢’s business on Ovocna ulice was registered on 20 September 1877.22 Detailed
information on his work and his reputation as a photographer there, as well as on the
appearance and location of the studio, is preserved in a book of recollections by LeoS Karel
Zi7ka.?® Here began the period of the greatest flourishing of Jan Mulaé&’s studio, represented
in the collections of the Czech Museum of Music by the largest number of photographs.

Musicians from Abroad in the Studio of Jan Mula¢

Many of the artists who came to the studio were from abroad. The earliest preserved
photographs are of the English soprano Emilia Chiomi. Her admirers received her in Prague
with enthusiasm, and Mula¢ made a whole set of photographs of her in street attire as well
as in roles in which she performed in Prague. The largest number of them (fourteen) show
her in her most successful Prague role, as Marenka in Smetana’s Prodana nevésta (The

the archivist of the community at that time, whose text has been used by later writers. See HAVRDA, Bohuslav:
‘VodoléEebné 1azné Sedmihorky. Historie Lazni Sedmihorky 1840-2000’ (The Water-Cure Spa of Sedmihorky:
Its History 1840-2000), at www.karlovice-sedmihorky.cz (accessed 26 Mar. 2012). Alas he provided no sources
for his information on the stays there of musicians and actors of the National Theatre. According to information
communicated verbally by the present archivist, he only sought out brief mentions of them by others who had
been there and in the local press. The original guest books and chronicles are not to be found either in the
said archive or in the regional museum. An extensive list of artistic guests, including the musicians Emanuel
and FrantiSek Ondficek, Karel Bendl, and Marie Petzoldova-Sittova, may be found (again without reference
to sources) in HALAMA, Milos: ‘160 let lazni Sedmihorky’ (160 Years of the Sedmihorky Spa) in Nas Turnov.
Casopis spolku rodaku a pratel Turnova (Our Turnov: Magazine of the Society of Natives and Friends of Turnov),
No. 22, Turnov, June 2001, pp. 2-4.

20) GRAFNETTER, Josef, and FANTA, G., eds.: Allgemeines Adress- und Handels- Handbuch der Hauptstadt
Prag sammt Vorstadten: verbunden mit einem vollstdndigen nach Strassen und Hausnummern verfassten
Wohnungs-Anzeiger [...] und des Grossgrund- und landtéflich eingetragenen Realitdtenbesitzes des ganzen
Landes auf Grund authentischer Quellen. Erster Jahrgang, Beendet im Juli 1871, J. Grafnetter & G. Fanta,
Prague 1891, p. 557. Here we find the owners of the building listed as ‘Johann und Katarina Kotting'.

21) Statisticka prirucni knizka kral. hl. mésta Prahy za rok 1878. Zevrubny prehled staveb domu v Praze,
JjakoZ i pribytku a ¢asti, jimi nabytych r. 1878 (Statistical Handbook of the Royal Capital City of Prague for 1878:
Detailed List of Buildings in Prague as well as of Additions and Parts Acquired by Them in 1878), p. 13, note 1:
‘On the contrary, from structures erected in 1877 and named in the State Acquisitions Book VI, p. 5, we have
added Nos. 376, 586, [...].’

22) See note 8.

23) ZIZKA, Leo$ Karel: Mistfi a mistFickové. Vzpominky na éeské muzikanty let 1881-1891 (Masters and
Little Masters: Recollections of Czech Musicians, 1881-91), 2nd ed., revised and enlarged, self-published,
Prague 1947, pp. 123-24.
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Bartered Bride).?* Chiomi is pictured in the oldest of the photographs from the studio on
Ovocna ulice that is precisely dated, bearing a dedication with the date 6 December 1877.2°

Remarkable is a photograph of Franz Liszt, not well known outside the Czech
Republic.?® It bears no date, but Liszt’s appearance here is similar to that on photographs
from the 1880s.%" Liszt is not known to have visited Prague during this time, so the origin
of the photograph is unclear. The cardboard backing of the preserved specimen, with
gold-coloured print, would indicate production sometime around 1890. Apparently the
museum acquired this photograph from the estate of the publisher Urbanek.

From 1883 to 1886 the Italian singer Emma Turolla performed as a guest in the
Provisional Czech Theatre and the National Theatre, in several roles in Italian, French, and
German operas.?® We find laudatory reviews already of her first appearance, in Verdi's
Il Trovatore, as well as of subsequent performances. Thus e.g. in the journal Dalibor: ‘to see
and hear Turolla and only Turolla, to admire her and be amazed, to call out with enthusiasm
only Turolla, to speak of Turolla, to dream of Turolla.’”?® The Czech Museum of Music has
three photographs of Turolla taken by Jan Mulaé*® with dedications from 1883 and 1884.

The Dvorak Museum holds the only specimen of a cabinet photograph of Pyotr llyich
Tchaikovsky by Jan Mulag.?! This photograph was damaged in the past by incautious engraving
of a graphic grid. It was probably taken during Tchaikovsky’s visit to Prague in 1888, when he
conducted the Prague premiere of his opera Yevgeniy Onegin (Eugene Onegin).

Another famous composer from abroad who visited Prague was Camille Saint-Saéns,
who came to the city three times, twice during the lifetime of Jan Mulac. His first visit
was in 1882 when he came at the invitation of the Urbanek publishing house.3? On
22 January he appeared in the concert hall on Zofin Island as both a pianist and
a conductor; Adolf Cech conducted the orchestra in a performance of his Fourth Piano
Concerto.®3 From this sojourn come two Mulac¢ photographs found in the collections of
the Music History Division of the Czech Museum of Music,3* one of them inscribed to

24) PANENKA, Jan and SOUCKOVA, Tatana: Prodana nevésta na jevistich Prozatimniho a Nérodniho divadla
1866-2004 (The Bartered Bride on the Stages of the Provisional Czech Theatre and the National Theatre,
1866-2004), Gallery, Prague 2004, p. 40.

25) NM-CMH-MBS E Ib/509, inventory no. 7741.

26) NM-CMH-HHO F 2751.

27) Cf. for example http://catalogue.bnf.fr., entry no. FRBNF39623667, photograph taken by the Swiss
photographer J. Ganzem, apparently in Brussels in 1881.

28) See the online archive of the National Theatre, Soupis repertoaru od roku 1883 (List of Repertoire
Starting 1883), at http://archiv.narodni-divadlo.cz/ (accessed 22 June 2012).

29) Dalibor. Casopis pro viecky obory uméni hudebniho (Dalibor: Journal for All Fields of Musical Art), Vol.
V, Prague, Nos. 27-28 (21 July 1883), p. 271 and Nos. 29-31 (7 August 1883), pp. 290-91.

30) NM-CMH-HHO F 3032; NM-CMH-MBS E | b/134 (inventory no. 2794) and E XII/278 (inventory no. 6437).
31) NM-CMH-MAD, acquisition no. 1766/62.

32) Dalibor (op. cit., note 29), Vol. IV, No. 1 (1 June 1882), p. 5.

33) Ohlas od NeZarky. Tydenik pro pouceni a zabavu, pro zajmy obecné, spolecenské a politické (News
from the NezZarka River: Weekly Magazine for Instruction and Entertainment, for General, Social, and Political
Interests), Alois Ladfras, Jindfichliv Hradec, 14 January 1882, p. 14; Dalibor (op. cit., note 29), Vol. IV, No. 3
(20 January 1882), p. 28.

34) NM-CMH-HHO F 2645 and F 2750.
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Adolf Cech and the other to Velebin Urbanek. The next visit by Saint-Saéns to Prague, in
1886, was heavily covered by the press. Originally he came to conduct his opera Henri
VIl in the (German) Estates Theatre. Because of unfavourable reactions by Germans
to his comments on the production of Wagner's Lohengrin in Paris, the theatre
management had to ask him to postpone the presentation.®® The affair immediately
received attention in the Czech press from the standpoint of nationalist disputes and
the rivalry of the German and Czech theatres.3® The Czech theatre then invited the
composer to a concert that took place on 19 February 1886, in which he appeared as
both pianist and conductor.’” Subsequently he visited the Urbanek publishing house
and the Artists’ Society; he also travelled to Chrudim.3® From this, the second visit by
Saint-Saens to Bohemia, comes a Mula¢ photograph in the Smetana Museum?® which,
although it bears no date, can be placed roughly in 1886 based on comparison with
other available photographs of the composer.*® None of these photographs of Saint-
Saéns is widely known outside the Czech Republic.

Famous performers from abroad who visited the studio of Jan Mulac included the pianists
Eugen d’Albert and Ignaz Paderewski. D’Albert came to Prague several times as a pianist,
e.g. in the years 1883-86. The collections of the Czech Museum of Music include two Mula¢
photographs of him, one showing his head and shoulders,* the other his full figure seated
at the piano.*? These photographs are not dated, but judging by his clothing they were both
taken on the same occasion.*® Paderewski was in Prague in 1888 when he gave three
concerts in the city. Mulac took a beautiful, vivid portrait photograph of him in profile.**

The same instrument as on the photograph of d’Albert - a piano richly decorated with
carving - may be seen on a Mula¢ photograph of the Polish child prodigy pianist Jozio
Hofmann, who enchanted Prague in 1886.4°

Another artist whom we may consider as having come from abroad was the Italian
dancer Giulietta Paltrinieri, who later married the dancer and choreographer Augustin
Berger. She performed in Prague for the first time in 1885, as a guest artist in the ballet
Excelsior; a photograph of her by Mula¢ is associated with that presentation.*®

35) SLAVIKOVA, Jitka: ‘Guillaume Tourniaire a novodobé premiéry ve Statni opefe Praha. Neznaméa dila
Camilla Saint-Saénse’ (Guillaume Tourniare and Modern Premieres at the Prague State Opera: Unknown Works
by Camille Saint-Saéns), in Hudebni rozhledy (Musical Perspectives), Vol. 61, No. 2, Prague 2008, pp. 5-7.
36) Dalibor, Vol. VIII, No. 6 (14 February 1886), pp. 55-56.

37) See note 28.

38) Dalibor, Vol. VI, No. 7 (21 February 1886), pp. 64-65.

39) NM-CMH-MBS D Xlla/67, inventory no. 9453.

40) See http://gallica.bnf.fr.

41) NM-CMH-HHO F 492.

42) NM-CMH-HHO F 2749.

43) However, the two photographs came into the museum’s collections independently. The portrait
showing head and shoulders was purchased in 1958 from an antiquarian dealer as part of a larger set, which
undoubtedly contained some of the photographs from the estate of the publisher Urbanek. The seated figure
was purchased by the museum from a private owner in 1935.

44) NM-CMH-HHO F 2926.

45) NM-CMH-HHO F 522. Dalibor, Vol. VI, No. 43 (21 Nov. 1886), pp. 427-28.

46) See the online archive of the National Theatre (op. cit., note 28) at
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When the Russian baritone Pavel Khokhlov performed in Prague he had a photograph
of himself taken which he inscribed to an admirer with the date 17 August 1889. Khokhlov
had performed in Prague already beforehand, in April 1889, three times in the role of
Yevgeniy Onegin (Eugene Onegin) in the opera of the same title.*

The situation is similar with the singer Vladislav Floriansky of Lviv, who sang in Prague
for the first time in 1886 and from 1887 to 1900 was a member of the regular corps of
soloists of the National Theatre.*® Mula¢’s photographs show him in theatrical costumes,
except for one (held only as a negative) which is a portrait photograph with his wife.*®

The last of the artists from abroad we shall mention was a man of letters, the Slovak
romantic poet Samuel Tomasik, author of the text to the famous song Hej Slované (Holla,
Slavs), who visited Prague during preparations for publication of his collection Basné
a pisné (Poems and Songs) and apparently had himself photographed by Jan Mula¢ on
that occasion.®® This must have happened not too long before his death in 1887; his
poetry collection was published posthumously the following year.

A complete list of Czech musicians whose photographs from the studio of Jan Mula¢
are preserved in the collections of the Czech Museum of Music would greatly exceed the
scope of this article. However, Mula¢ devoted special attention to certain personages
and we, too, shall concern ourselves with those personages in some detail.

Bedfich Smetana

The physical appearance of Bedfich Smetana is known from many photographic
portraits. Those by Jan Mula¢ were taken near the end of his life, from 1878 to 1881.
Because Mulac¢ had a portrait of this founder of Czech national music in his offerings
continuously, it is difficult to date some of these photographs precisely. Smetana
apparently visited Jan Mulac’s studio several times - twice probably in 1878, once in
1880, and once in 1881.%*

The largest number of photographs are those taken probably in 1878. Most widely

http://archiv.narodni-divadlo.cz/default.aspx?jz=cs&dk=Umelec.aspx&ju=1148&pn=256affcc-f002-2000-
15af-c913k3315dpc (accessed 15 June 2012). NM-CMH-MAD 1360 IV.

47) NM-CMH-HHO F 3113. See the online archive of the National Theatre (op. cit., note 28) at http://archiv.
narodni-divadlo.cz/dokument.aspx/default.aspx?jz=cs&dk=Predstaveni.aspx&pr=16810&sz=0&fo=000&ju=
0&abc=0&pn=254affcc-cb43-4078-86fe-c5544619cf67 (accessed 15 May 2012).

48) See the online archive of the National Theatre (op. cit., note 28) at
http://archiv.narodni-divadlo.cz/default.aspx?jz=cs&dk=Umelec.aspx&ju=1726&pn=256affcc-f002-2000-
15af-c913k3315dpc (accessed 6 July 2012).

49) NM-CMH-MAD 1373 IV and 1375 IV; NM-CMH-HHO J 5384.

50) NM-CMH-HHO F 1326.

51) Concerning the dating of photographs of Smetana see WIRTH, Zdenék and WAISAR, Alfons: ‘Smetanova
tvar’ (Smetana’s Face), in Sbornik Musea Bedricha Smetany (The Smetana Museum Compendium), Vol. 1,
Prague 1959, pp. 9-33, and most recently the detailed essay ‘Zrcadlo Bedficha Smetany (Skute¢na tvar)
(A Mirror of Bedfich Smetana - His Real Appearance) in PLECITA, Jana and KLIMESOVA, Marie: Podoby BedFicha
Smetany. Jak Smetanu vidély generace umélct 19. a 20. stoleti (Appearances of Bedfich Smetana: How He
Was Seen by Generations of Artists in the Nineteenth and Twentieth Centuries), exhibition catalogue, Narodni
muzeum, Prague 2004, pp. 12-43. The dating is based partly on written documents, partly on earlier literature.
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disseminated is a calling card showing Smetana in a coat with a decorative lapel lining.
Mula¢ sold this photograph also as an oval cut-out, and reproduced it even after 1900.
On another occasion around this time an additional standard calling card photograph
was produced, showing the composer wearing a simpler coat with double buttons.>?
A photograph showing him seated in an arm chair®® was originally estimated to have been
taken in 1881, but after comparing it with the one showing double buttons, and making
greater use of high-quality digital enlargement, the author recommends (in agreement with
the curators concerned) that its dating be shifted to the same session, probably in 1878.

Josef Mula€ met Smetana in 1880 when he was learning the trade from his uncle. In an
unpublished reminiscence® he referred to two negatives that were being preserved®® as
‘the only photographs from the last period of his [Smetana’s] life.” But there are additional
Mula¢ photographs of Smetana, taken apparently in 1881, showing him in a fur-lined
winter coat sitting and standing. The one showing him standing, later reproduced in
various cut-outs, is found in the Museum of Czech Music in more than one specimen,
one of which is extraordinarily large.>® Photographs of Smetana are also deposited in
many other of the museum’s collections of materials of particular provenance. They were
considered to be good likenesses of him.5”

Antonin Dvorak

Dvorak had himself photographed by Jan Mula¢ several times, even if he did not use
his services exclusively as stated erroneously by Véra Koubkova.®® The earliest of the
Mula¢ photographs comes from the late 1870s; most popular among the later ones is
a photograph from 1892% when Dvorak undertook a concert tour with Hanu$ Wihan
and Ferdinand Lachner before departing for America. Jan Mula¢ photographed all three
artists and also joined the photographs into a portrait tableau.®® In 1900 and/or later
he photographed Dvorak at the new address of his studio on Vodickova ulice, and we
also have his photograph of the composer in his coffin. Photographs of Dvorak’s funeral
procession are ascribed to him as well, but so far it has not been possible to confirm

52) NM-CMH-MBS S 217/1745.

53) NM-CMH-MBS S 217/1754.

54) NM-CMH-MBS Tr, XIX/5 (3 a,b), inventory no. 331. Typescript, 3 pp. and also another version, shorter,
both deposited in the museum in 1937. The shorter version places less emphasis on the boyish, joking memory
of spending a tip received on cherries.

55) One of them is deposited in the Smetana Museum: NM-CMH-MBS S 217/1748.

56) NM-CMH-MBS S 217/1752/1, cut-out, 268 x 218 mm, mounted and framed, in the original frame. The
Music History Divisiqn of the Czech Museum of Music has a reproduction of thus photograph based on a new
glass negative (NM-CMH-HHO J 5381).

57) I%g out of a whole series of period photographs this is the one that depicts Smetana most faithfully
[...]." ZIZKA (op. cit., note 23), p. 123.

58) KOUBKOVA (op. cit., note 1), p. 14. Photographs of Dvorak were taken in Prague also by Tietz & Gallat
as well as in other studios.

59) More than ten specimens are preserved in the museum, often with dated inscriptions. Appreciaticv)nvfor
this portrait is documented for example by the description ‘Dvorak’s dreamy face is captured only here.” ZIZKA
(op. cit., note 23) p. 123.

60) NM-CMH-HHO F 574.

Musicalia 1-2 / 2012 W 109



Eva Paulova

his authorship. Another photograph
bearing the designation ‘J. Mula¢’
shows Dvorak’s study in his flat;%* later
it was published as the work of other
photographers (apparently reproductions).

L T T T e Ty T T T

Frantisek Ondficek

One of the most faithful Mulac
customers was the violinist FrantiSek On-
dricek. Apart from individual photographs
deposited in various collections, the
museum holds materials from his estate
including many photographs and photo
albums, as well as materials from the
estate of his agent Bohuslav Sich.®2 Here
we find seventeen various photographs of
Ondriéek himself as well as photographs
of members of his family in more than
forty specimens. A large portion of these
photographs come from the early 1880s;
the latest is dated 1904.

SIS g gy .'i..‘-
S Motas, e |

-3 sl

Singers of the Provisional Czech Theatre -
and the National Theatre Antonin Dvoiak

Photographs of singers and actors Fotografie / Photograph, Jan Mulac,
of. the Czech theatres vform almost tvs./o Z‘ﬁf‘g’\;:ﬁigeég:s” 78]
thirds of all the Mula¢ photographs in
the museum’s collections. These artists
came to the studio to have their photographs taken in street attire as well as in roles they
performed, in many cases - judging by the dates of the photographs - just before an
opening, so that they could immediately satisfy the interest of their admirers. The earlier
photographs are mainly on calling cards. Many bear dated inscriptions to individuals,
and thus we can document that toward the end of 1879 Jan Mula¢ began using new
cardboard backings. These backings are based on the previous treatment and only
change the manner of specifying the location.®® Later he also worked with larger cardboard

61) NM-CMH-MBS E XXVI/144, inventory no. 8460.

62) NM-CMH-HHO, acquisition nos. 17/87, 18/78, 12/81.

63) ‘proti ¢. k. dvornimu klobouénikovi / vis a vis d. k. k. Hofhutfabrik SRBAovi (in Czech then in German:
‘opposite the imperial-royal court hatmaker Srba). This type of cardboard backing was produced for Jan Mulac,
as were the earlier backings, by Rudolf Krziwanek then later by the firm of Bernhard Wachtl, both located
in Vienna. In addition, we find a more ornamental variant with decorative quasi-architectural drawings (e.g.
NM-CMH-MBS E Ilb/222, inventory no. 7138/2). In subsequent years as well Krziwanek and Wachtl were
the main suppliers of cardboard backings. In future research it will be necessary to specify more closely the
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backings, often richly decorated graphically. During a single visit by an artist to the studio
photographs were taken in costumes and masks of various roles, and in series that
depicted motion.®* The decorative backings of these photographs often imitate a theatrical
stage or a scene in nature. Around 1882-83 Jan Mula¢ began using the cardboard backing
that was most typical for him, with his name printed diagonally in calligraphic lettering.®
He regularly advertised his services and products in Divadelni listy (Theatre News), stating
for example that ‘portraits of all leading artists of the Royal Provincial Theatre [i.e. the
Provisional Czech Theatre and the Estates Theatre] are in stock.’®® Singers are also shown
in coloured photographs, of which only a few have been preserved: apart from photographs
from Prodana nevésta published earlier,’” there is a photograph of FrantiSek Hynek in the
role of Escamillo.®® Jan Mulac¢'’s close collaboration with the theatre is also documented by
photographs of the National Theatre building including one of the seating area after the
fire of 1881.%°

The Studio of Jan Mula¢ at Its Last Location, Vodickova ulice 20, and the Studio of
Josef Mulac¢

In 1894 or 1895 the studio on Ovocna ulice had to make way for urban renewal of
old Prague, in this case for construction of the Old Town marketplace, and Jan Mulac
was forced to move. Interest in the studio at its new location at Vodickova ulice 20 - in
a building that has also since been demolished - was no longer so great: less than
a quarter of the photographs by Jan Mulac in the Czech Museum of Music, in many
cases enlargements from older negatives, come from the ten years of his work at this
address. Large formats are used more frequently, not only cabinet photographs but also
the fashionable, elongated ‘art nouveau format’,’® e.g. photographs of the singer Karel
Burian who was greatly admired at the time.™ During this period Jan Mula¢ utilized a new
technique that tends to make the photographs cooler in colour, almost bluish, and he
no longer used striking decorations on the cardboard backings but rather a neutral
background.

history of incidence of individual lithographs based on sources available in Vienna, a list of which is given in
the database STARL, Timm: Biobibliografie zur Fotografie in Osterreich at http://fotobibliografie.albertina.at
(accessed 9 August 2012).

64) E.g. Frantisek Hynek in the role of Kecal in 1886. See PANENKA and SOUCKOVA, op. cit. (note 24), p. 48.
Another part of this series is in the collections of the Smetana Museum.

65) J. Mula¢ | PRAHA / PRAG | Ovocna ul. 15 / Obstgasse 15. This was originally executed in brown printed
letters, then later in other colour variants, in the late 1880s and 1890s using gold-coloured print.

66) See SCHEUFLER (op. cit., note 3), p. 69.

67) See PANENKA and SOUCKOVA (op. cit., note 24), pp. 40, 45.

68) NM-CMH-MBS F 1420; the same in black and white E IX/123, inventory no. 1600. Hynek performed in
Bizet’'s Carmen from 1884 to 1889.

69) NM-CMH-MBS D XXXVIIl/63, inventory no. 8068 b.

70) SKOPEC, Rudolf: Déjiny fotografie v obrazech od nejstarsich dob k dnesku (The History of Photography in
Pictures from the Earliest Times to the Present Day), 1st ed., Orbis, Prague 1963, 501 pp., p. 157.

71) NM-CMH-HHO F 2827 and F 2835 among other specimens. The cardboard backings again come
mainly from Rudolf Krziwanek, but are decorated more modestly and, later, bear lettering only in Czech. The
fundamental motif still consists of the decorated initials ‘JM’.
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Jan Mulaé’s nephew Josef worked
for him for some time after completing
his training, before commencing
his own enterprise in 1900 and
operating a studio on Palackého ulice
(today’s Lidicka ulice) in Smichov.
Josef Mulac is apparently the author
of a portrait photograph of Jan Mulac¢™
taken in 1900 or shortly before. Until
recently this photograph was known
only in the form of a reproduction of
a portrait in oil probably painted from
the said photograph, as published
in the magazine Svétozor about four
decades later in 1939.”® Musicians
who came to the Smichov studio
included the first violinist of the Czech
Quartet Karel Hoffmann and the
conductor and composer Julius Fucik.

Original Negatives
Apart from photographic positives
SMICHOV the Czech Museum of Music also
o administers fifty-four original glass
Karel Hoffmann s dcerou / with his daughter

Fotografie / Photograph, Josef Mulac, negatives, including the above-
Praha / Prague, [ca 1910] mentioned portrait of Smetana in

NM-CMH-HHO F 3743 the Smetana Museum. On negatives
deposited inthe Music History Division
are three photographs of musical notation and five photographs of earlier photographs. For
some of these the museum also has positives (e.g. photographs of Zdenék Fibich and Jan
Kubelik); for some others no positives are known to exist. These include photographs of the
young Ludvik Vitézslav Celansky, later conductor of the Czech Philharmonic, of the young
Rudolf Friml, and of Hanus TrnecCek. The negatives were originally owned by Josef Mulac, as
shown by their paper backings from the Chronos Artistic Studio in Smichov.™
Both collections of Mulac negatives, in the Museum of Czech Literature and in the
Czech Museum of Music, deserve a more detailed comparative study in relation to the
corresponding positives, which are found in large numbers also in other collections of the
National Museum (the theatrical division of the Historical Museum, the National Museum
Archive, and the Naprstek Museum). An example of an interesting parallel is provided by

72) NM-CMH-MBS E XVa/58, inventory no. 8121 a.
73) KOUBKOVA (op. cit., note 1), pp. 5 and 24.
74) See KOUBKOVA (op. cit., note 1), p. 9 and illustration 6.
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a Mula¢ photograph of the Czech Quartet from near the beginning of its existence: the
Czech Museum of Music has a large positive photograph whose negative is deposited in
the Museum of Czech Literature.” (It also has a negative of another photograph of the
quartet for which no positive has yet been located.)

Photographs from the Mulac studios are a distinctive reflection of musical life in Prague
during the last third of the nineteenth century and the early twentieth century. Gradual
cataloguing and new evaluation of mutually- related photographs in various collections
allows us to recognize and evaluate more precisely their significance for music history,
and also to document the work of these prominent Prague studios.

EN = b
Karel Slavkovsky a / and Josef Karbulka
Sklenény negativ / Glass negative, Jan Mula¢, Praha / Prague, [18947]
NM-CMH-HHO J 5388

75) Cf. KOUBKOVA (op. cit., note 1), illustration 6. NM-CMH-HHO F 6710, and negative acquisition no. 4/89,
No. 41.
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Frantisek Kysela a jeho
smetanovska scénografie

TATANA SOUCKOVA

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

(pro opery Prodanou nevéstu i HubiCku po-

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

Smetanovského cyklu 23. 4. 1924

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

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

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

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

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

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

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

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

TATANA SOUCKOVA

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

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

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

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

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

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

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

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

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

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

3) Four costume designs by Kysela for this staging of HubiCka are deposited in the theatre department of
the Historical Museum of the National Museum.

Musicalia 1-2 / 2012 W 121




Tatana Souckova

Smetana’s work filled me with a certain trepidation, yet also with a longing to express
artistically something of those moving experiences that Smetana had evoked in me.*

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

enlivened via details and ornaments.

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

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

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

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

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

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

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

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

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

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

Dvé vdovy (Two Widows), opened at the NT 2 October 1923, performed as part of the
Smetana celebrations 2 May 1924

Musicalia 1-2 /2012 B 125




Tatana Souckova

Hubicka (The Kiss), opened at the NT 9 February 1923, performed as part of the Smetana
celebrations 4 May 1924

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

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

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

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

1924

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

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

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

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

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

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

inventory no. Sc 0825

FrantiSek Kysela: Dalibor,

navrh kostymu pro Dalibora / Costume design
for the title character

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

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

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

FrantiSek Kysela: Tajemstvi,

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

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

[Wolfgang Figulus:

Quas grates tibi]

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

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

or seventeenth century

KNM / National Museum Library
1Hc 175/1, verso
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Iricinia z fragmentu
Knihovny Narodniho muzea

DAGMAR STEFANCOVA

dlouhodobym Gkoliim Knihovny Narodniho muzea (KNM) patfi postupné vydavani

védeckych soupist rukopisné sbirky. V roce 2010 prikrocili v oddéleni rukopist a sta-
rych tiskil KNM ke zpracovani rukopisnych fragment( ze sbirek Adolfa Patery a Cefika Zi-
brta, mezi nimiz se nachazi pomérné velky pocet fragmentd notovanych. Vétsinou se jed-
na o zlomky vynaté z vazeb mladsich svazk(, kam se dostaly jako makulatura, zdanlivé
bezcenny material. Tyto fragmenty jsou znakem dnes jiz ztraceného celku - hudebniho
pramene nebo hudebniho dila - a jejich védecka interpretace, vyzadujici specifické me-
todologické pfistupy, mlize vést k zajimavym zavérim. Vyzkum fragment( totiz zasadnim
zpUsobem rozsifuje nasi predstavu o mnoZstvi hudebnich pramend z pozdniho stredové-
ku a raného novovéku, z nichz se jen velmi mala ¢ast dochovala kompletné.

Provenienci notovanych zlomk( ze signatury 1 H (,sbirka Adolfa Patery“) nelze v pod-
staté uréit. Nedochovala se Zadna Paterou psana dokumentace o plvodu jednotlivych
zlomk{, ve vétsiné pripadl vSsak mlzeme soudit, Ze jde o fragmenty pochazejici z rukopis(
nebo tiskll KNM. Dalsi byly muzeu vénovany. Adolf Patera (1836-1912), literarni historik,
bibliotékar Musea Kralovstvi Ceského a sekretar Matice ¢eské, pracoval v muzejni knihov-
né pres Ctyricet let. Patfil mezi predni znalce stredovékych rukopisu, zejména staroCeské
literatury, a mnohé ze svych badatelskych vysledk( publikoval. Mimo jiné se podilel na
zpracovani rukopisl prazské metropolitni kapituly® a jako celoZivotni dilo planoval vydani
katalogu ceskych rukopisnych pamatek ze stfedovéku. Za Rusky krouzek a Jednotu ¢esko-
slovanskou se osobné angazoval pfi navstévach Petra lljice Cajkovského v Praze (1888)
a v pripravé Dvorakovy cesty do Ruska (1890). Penzionovan byl v roce 1904.2

Fragmenty s notaci jsou nyni pfifazeny k 78 signaturam.® Popsany pergamen byl pouzi-
van na levnéjsi knihy s lepenkovymi deskami, ¢asto pomocné Uredni knihy, registry, proto-
koly apod.* Kompletni pergamenova vazba se ve zkoumanych zlomcich nachazi jen v péti

1) Soupis rukopisti knihovny metropolitni kapituly prazské, 1. dil, ed. Adolf Patera a Antonin Podlaha, Ces-
k& akademie cisafe FrantiSka Josefa pro védy, slovesnost a uméni, Praha 1910. Podrobné dilo Adolfa Patery
uvadi MAREK, Jindfich: Adolf Patera a muzejni rukopisné zlomky, in: Rukopisné zlomky Knihovny Narodniho
muzea, ed. Michal Dragoun a Jindfich Marek, Narodni muzeum a Scriptorium, Praha 2012, s. 13-16.

2) Jeho nastupce Cenék Zibrt se pry na misto bibliotékare protlagil zplisobem poné&kud nevybiravym, za-
roven vSak existuji doklady o tom, Ze si Patera v poslednim roce pred odchodem do penze vybral celoroéni
volno na praci na katalogu, ktery pak védecké komisi nepfedloZil, a Zibrt ho de facto zastupoval v pIném
rozsahu. Svou roli jisté sehrala i skutecnost, Ze Patera ztracel zrak a nemohl se své praci vénovat tak, jak by
si predstavoval.

3) KNM, signatury 1Ha83,1Ha142,1Ha219,1Ha233,1Ha324,1Ha 348, 1Ha460,1Ha491,
1Ha582,1Hb165,1Hb206,1Hc1,1Hc103,1Hc114-178. Viz Rukopisné zlomky Knihovny Narodniho
muzea, op. cit. v pozn. 1. Upfimné dékuji Michalu Dragounovi za konzultace, predevsim ohledné datace zlomku
a liturgického urceni zdroje, z néhoZ pochazeji.

4) Po Tridentském koncilu a zménach v liturgii se pergameny knihafim a kramarim prodavaly na vahu.
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pripadech; mnohem cetnéjsi byly drobné pergamenové prouzky, plvodné uréené ke zpev-
néni knizniho hrbetu. Papirové fragmenty jsou mladsiho data a pochazeji z vyztuze lepenko-
vych desek. V nékterych pripadech se podafilo na zakladé rozboru pisarskych rukou a typu
notace, vzhledu notové osnovy, ramovani, velikosti pisma a notacnich znak( a samoziejmé
i sledovanim obsahovych souvislosti identifikovat vice zlomk( z jednoho pramene. U obsah-
lejSich a Citelnych fragmentd bylo mozné urcit recto a verso folia. Mira poskozeni je u jed-
notlivych poloZek dost odliSna; na ni zavisi také nase schopnost urcit typologii knih, z nichz
jednotlivé fragmenty pochazeji. Pfevazuji liturgické knihy, mezi nimi antifonare a breviare.

Nejstarsi z notovanych zlomki sign. 1 H vznikly ve 12. stoleti a jsou psané némeckou
bezlinkovou neumovou notaci, jednim z nejvyraznéjSich notaénich systém ve stredni
Evropé 10.-13. stoleti.® Nejpocetnéji jsou zastoupeny zlomky notované choralni ¢eskou
notaci a metsko-gotickou notaci, a to v rizné mite jejich gotizace i monumentalizace. Za
nimi nasleduji prameny notované kvadratickou notaci a pouZivané v feholnich komuni-
tach: u poloviny z nich predpokladam, Ze jsou frantiSkanské provenience. Ostatni notacni
systémy - napf. metska notace na linkach a némecka goticka notace - se jiz ve frag-
mentech objevuji méné. Sestnacté stoleti a prvni polovinu stoleti nasledujiciho v souboru
reprezentuje bild menzuralni notace. V nékolika fragmentech je dolozen prechod k mo-
derni notaci a k mladSim typtm choralni notace (zlomky z 18. stoleti). Naprosto prevaZuje
latina. Ce&tina je zastoupena jen dvéma zlomky z utrakvistického graduélu z 60.-80. let
16. stoleti a ¢tyfmi strankami z ¢eského rukopisného kancionalu z 18. stoleti. DalSi vy-
zkum by jisté pfinesl mnoha upresnéni a zasadil by tyto fragmenty do SirSiho kontextu.

Z rozsahlé Paterovy sbirky jsem se podrobnéji zaméfila na fragmenty notované bi-
lou menzuralni notaci. V souboru se jich zachovalo celkem 11 z rGznych péti pramend.
Sedm zlomkd0, oznac¢enych signaturou 1 H ¢ 175/1-7, Ize pfifadit k jednomu vychozimu
zdroji - sborniku latinskych vicehlasych motet. Tyto fragmenty o maximalnich rozmérech
12 x 14,5 cm byly nalepené ve vétsi vrstve, nesou stopy lepidla a v nékterych pripadech
inverzni otisk textu z jiného folia. Ve dvou pfipadech se jedna o bifolia, ktera byla poz-
déji vyrovnana a nelze je vratit do pldvodniho stavu. Zlomky jsou psané jednim pisafem,
Citelné, nikoliv vSak s pfehnanou peclivosti, podle tvard pisma i not v posledni ¢tvrtiné
16. stoleti nebo na zacatku stoleti sedmnactého.

Tabulka 1: Popis jednotlivych fragmentu z hlediska jejich obsahu a obsazeni

. Pocet stran celkem / P -

Signatura podet stran popsanych Textové incipity recto / verso Hlasy / kli¢
r: virgo migravit ad [Christum] [Diskant?] / ?

1Hc175/1 |2/2

175/ / v: [redem]ptor quas grates [Diskant] / G2
rl: Aut cessem piger [Diskant] / G2
- v1: vitam tribuis quam vitam [Diskant] / G2
1He175/2 | 4 (bifolio)/ 4 r2: [Do]mine fortitu[dinem] [Diskant] / C2
v2: est alius qui pug[net] [Diskant?] / ?

5) VESELOVSKA, Eva: Hudobnopaleografické $pecifiké stredovekych notovanych rukopisov v Archive lite-
rattry a umenia SNK, in: Kniznica, ro¢. 11, 2010, ¢. 2-3, s. 28-39. Tato i dalSi publikované prace E. Veselovské
mi byly velkou inspiraci a impulsem pro praci s fragmenty; autorce zaroven upfimné dékuji za jeji konzultace.
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rl: me totum guberna me [Diskant] / C1
1Hc175/3 |4 (bifolio)/ 3 \;21:: :irsaiz[(tjt:]]eDeus noster. Aufer [Diskant] / G3

v2: Miserere [mei Deus] [Diskant?]/ ?
1He175/5 12/2 \V/ [;;f;]‘::)gt(::“;f;? esin {?;iar]n;?éz/l ’
1Hel75/6 12/2 \r/ ?;:;2:2][ne]n: ([)St]r?n Dlomino] [?Tg:or] /c4
1He175/7 |2/2 \ araverunt sagtassums (Besi/ Fa

Tabulka 2: Zastoupeni ¢astecné rekonstruovanych skladeb na jednotlivych zlomcich

Cislo L Pocéet stran/ | _.
skladby Textovy incipit Hlasy Pocet zlomkil Signatura
1 [Ecce prudens?] virgo migravit [Diskant?] 1/1 1Hc175/1
Quas grates tibi redemptor - [Il. pars:] [Diskant: Superior]
2 5/3 1Hc175/1-3
Aut cessem piger aut periciorem + [Diskant?] / ¢ /
3 Contere Domine fortitudinem inimicorum [Dlsl.aant: Superior] 5/3 1Hc175/2-4
+ [Diskant?]
Aufer a nobis Domine - Il. pars Miserere .
?
4 mei Deus. Exaudi nos Domine [Diskant?] 3/2 1Hc178/3,5
5 Pater noster qui es in caelis [Tenor + Bas] 5/3 1Hc175/5-7
6 In Domino confido - [Il. pars: Dominus in [Tenor + Bas] 3/2 1Hc175/6-7
templo sancto]

Predpokladam, Ze sbornik tvofily sloZzky do sebe vlioZzenych bifolii, jak dokazuji bifolia
se zapisem rliznych skladeb v rizném obsazeni. Z prvnich étyr skladeb jsou k dispozici
vySSi hlasy, zatimco zbyvajici dvé skladby jsou zachovany v nizSich (muzskych) hlasech.
Ackoliv na pocatku Gvah nebylo jisté, nakolik je zjiSténé obsazeni fragmentarni a jaka
byla kompletni sazba téchto skladeb, zdalo se, Ze se jedna o skladby pro stejné poloZzené
nebo sousedici hlasy (ad voces aequales). V této sazbé vznikala i tfihlasa vokalni tricinia,
oblibena predevsim ve 2. poloviné 16. stoleti a na zacatku 17. stoleti v prostredi protes-
tanské skoly, ale také v kostelich a soukromi.® Jako tricinia v tomto uzSim smyslu slova
byly identifikovany i nékteré fragmenty ze signatury 1 H ¢ 175.

Skladby ¢. 2-4, jejichz autorem je Wolfgang Figulus (Naumburg, ca 1525 - MiSen,
1589), byly publikovany ve sbirce Tricinia sacra ad voces pueriles, pares in usum schola-
rum composita, vydané v Norimberku roku 1559 firmou Johann vom Berg & Ulrich Neu-
ber. Sbirka vySla ve tfech hlasovych knihach (Superior, Medium, Inferior). Na nasem tGzemi
neni doloZena vibec, podle Répertoire international des sources musicales (RISM) maji
po jednom hlase v berlinské Deutsche Staatsbibliothek (Inferior) a Musikbibliothek der
Stadt Leipzig (Medium). Dvé hlasové knihy (Superior, Inferior) vlastni londynska British

6) FINSCHER, Ludwig: Tricinium, in: Die Musik in Geschichte und Gegenwart. Allgemeine Enzyklopadie der
Musik (MGG), Sachteil 9 (Sy-Z), Barenreiter-Metzler, Kassel etc. 1998, s. 795-801.
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Library.” Skladby Quas grates tibi, Contere
Domine fortitudinem a Aufer a nobis jsou
v originale zafazeny jako €. 7, 16 a 17.

Identifikovana byla i skladba In Domino
confido - prima pars z moteta Thomase
Stoltzera (ca 1480-1526), které vysSlo ve
sbirce Selectissimorum triciniorum z roku
1560 (Norimberk, Johann vom Berg & Ul-
rich Neuber) a jeSté dfive (1542) u Georga
Rhaua ve Wittenberku ve sbirce Tricinia,
tum veterum tum recentiorum in arte mu-
sica. V obou pripadech se jednalo o hlaso-
vé knihy (diskant, tenor, bas). RISM uvadi
u norimberského tisku jako vlastniky pét
némeckych knihoven a British Library;®
starsi vytisk eviduje ve Gtyfech némec-
kych knihovnach a v British Library. Jak
norimbersti tiskari vom Berg a Neuber, tak
Georg Rhau publikovali podobnych sbirek
vice, na interpretaci nenaro¢na (nebo ale-
spon méné narocna) tricinia se vSak tésila
oblibé i v Italiii a Francii. Kromé tiSténych |
materiald mohly byt predlohou ,naseho* [ 34, N “ie .1‘1
fragmentarné zachovaného opisu také ru- //'zi,. .---- A4 l 3 ]
kopisné zpévniky, opatfované pro potreby - ' '
kol nebo nabozenskych &i jinych komunit, ~ [% Pater noster] _

i i . 2 . Pater noster qui es in [caelis]

Wittenberk, univerzitni mesto v dnes-  tenor, opis 16./17. stoleti / Tenor, manuscript copy,
nim Sasku-Anhaltsku, kde pUsobil Georg  sixteenth or seventeenth century
Rhau, SVYm zpfjsobem spojovalo oba iden- KNM / National Museum Library 1 H ¢ 175/5, verso
tifikované skladatele. Starsi Thomas Stol-
tzer pochazel ze Slezska, dlouho byl ¢inny ve Vratislavi a nakonec zahynul v Uhrach tésné
po bitvé u Mohéace ve sluzbach krale Ludvika Jagellonského. Stoltzer se v Sasku, dllezi-
tém centru luteranské reformace, tésil velké popularité. ,Novy wittenbersky repertoar,
termin pouzity W. Steudem,® je chapan jako soubor dél némeckych skladatell, ovlivné-
nych Lutherem, se Stoltzerem na ¢elném misté a mnoha pokracovateli v dalSi generaci.

L4 01.‘."”47.‘:{3'.11‘_4 ["‘"‘4‘ lr{m;;‘j

7) Viz http://www.rism.org.uk/manuscripts/165477 [Pfistup 22.11.2011]. Dalsi Udaje: RISM A/l/3, s. 42
[F720.

8) Viz http://www.rism.org.uk/manuscripts/165470 [Pristup 22.11.2011]. Dalsi UGdaje: RISM B/I, s. 230.
(15601).

9) STEUDE, W.: Die Musiksammelhandschriften des 16. und 17. Jh. in der Sdchs. Landesbibliothek zu Dresden,
Leipzig 1974, citovano podle KRAUSE, Peter: Figulus (Tépfer), Wolfgang, in: MGG, Personenteil 6 (E-Fra),
Barenreiter-Metzler, Kassel etc. 2001, s. 1143-1146.
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Mezi tyto autory patfil také Wolfgang Figulus,* vlastnim jménem Wolfgang Topfer,
ktery byl svatotomasskym kantorem v Lipsku (1549-1551) a v letech 1551-1588 ucite-
lem na tehdy pomérné nové Firstliche Landesschule v MiSni. Zde vyucoval hudbu, latinu
a naboZenstvi a pecoval o hudbu v kostele svaté Afry. Do své sbirky Cantionum sacra-
rum [...] primi tomi (Frankfurt an der Oder, Johann Eichhorn, 1575) zaradil - snad jako
prvni - némecké znéni Lutherovy pfedmluvy Encomion musices.** V databazi RISM*? je
podchyceno mnoho Figulovych opist i skladeb, dnes vétSinou spravovanych Sachsische
Landesbibliothek - Staats- und Universitatsbibliothek v Drazdanech (rukopisy s prove-
nienci Fursten- und Landesschule, Grimma). Skola v saském méstedku Grimme, nazy-
vana ,Collegium Moldanum®, byla stejné jako miSenska zaloZzena na zakladé nového
zemského zfizeni vévody Moritze von Sachsen a patfila k velmi vyznamnym protestant-
skym Skolam v zemi. Rektorem Skoly v Grimmé byl od roku 1550 az do své smrti v roce
1584 Adam Siber, autor latinského edukativniho dila Poemata sacra, odkud pochazi
také textova predloha k motetu Quas grates tibi. Na grimmské skole pUsobil jako kantor
FigulQv zet Friedrich Birck (ca 1563-1621), dédic Figulovy hudebni pozlstalosti. Také
jeho rukou jsou psany nékteré z pramenu s provenienci Fiirsten- und Landesschule, Gri-
mma; o souvislostech mezi Figulem, Siberem, Birckem a $kolou v Grimmé nemduZe byt
proto pochybnosti.

Jak Figulus v nazvu své sbirky Tricinia sacra konstatuje, psal skladby ,,ad usum scho-
larum“ - pro potreby ZakU. Na studenty myslel i ve svych teoretickych pracich, jako napf.
v Elementa musicae brevissima, in usum puerorum conscripta (Leipzig, Georg Hantzsch,
1555) nebo v podobné zaméreném spisu, vydaném roku 1565 v Norimberku u Ulricha
Neubera a dédicl Johanna vom Berg (Volfgangi Figuli [...] musicae practicae elementa
brevissima, in usum puerorum conscripta). Podilel se také na rozSirené edici Deutsche
Musica und Gesangbdlchlein Martina Agricoly (Norimberk, Johann vom Berg & Ulrich
Neuber, 1560), dalsiho z vyznamnych némeckych protestantskych ucitel(l a skladateld,
pritele Georga Rhaua.

Fragmenty ze signatury | H ¢ 175 nastoluji otazku, kdo byl majitelem sborniku s opisy
téchto pomérné jednoduchych skladeb. Nabizi se samoziejmé Skolni prostredi, kde moh-
ly dojit uplatnéni jak texty moralizujici, tak zalm (In Domino confido) nebo modlitba (Pater
noster). Neni moZné stanovit, zda tento opis vznikl v Cechach, dokonce ani zda v okruhu
protestantském nebo katolickém, i kdyZ prvni mozZnost se zda mnohem pravdépodobné;j-
§i. Vzhledem k tomu, Ze se na nasem Uzemi zachovalo jen malo pramend tohoto typu,
jsou i drobné zlomky z Knihovny Narodniho muzea dulezitym zdrojem informaci.

10) Viz KRAUSE, op. cit., téZ BRENNECKE, Wilfried: Figulus (Tépfer), Wolfgang, in: The New Grove Dictionary
of Music and Musicians, sv. 8 (Egypt-Flor), Macmillan Publishers Limited, London 2001, s. 790.

11) Latinsky publikovana poprvé in: Symphoniae iucundae, Georg Rhau, Wittenberk 1538.

12) Viz http://www.opac.rism.info/index.php. [Pfistup: 17.7.2012.]
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DAGMAR STEFANCOVA

Found among fragments deposited in the National Museum Library in Prague is the
‘Adolf Patera Collection’, which includes a large number of fragments of musical
notation. After providing an overall characterization of them, the article devotes special
attention to seven fragments from a compendium of polyphonic compositions probably
from the late sixteenth or early seventeenth century (shelf marks | H ¢ 175/1-7). This
compendium, today no longer in existence, contained tricinia for three treble voices as
well as some including tenor and bass. Via comparison with sources from other libraries
it was possible to identify three compositions by Wolfgang Figulus (ca. 1525-89) and one
by Thomas Stoltzer (ca. 1480-1526).

Adolf Patera - Wolfgang Figulus - Thomas Stoltzer - fragments of polyphonic compositions
- tricinia - vocal polyphony - Grimma - music of the sixteenth and seventeenth centuries
- music in a school environment

One of the long-term projects of the National Museum Library is gradual publication
of scholarly inventories of the manuscripts it holds. In 2010 the library’s department of
manuscripts and old prints began preparing an inventory of manuscript fragments from
the estates of Adolf Patera and Cenék Zibrt, which include a relatively large number of
items of musical notation. Most of them are fragments removed from bound volumes in
which they had been used as scrap paper (or scrap parchment) - seemingly worthless
material. Each fragment is a remnant of a now-lost whole - a musical source or a musical
work. Scholarly interpretation of these fragments, requiring specific methodological
approaches, can lead to interesting conclusions, because their study yields a major
upward revision of our estimates concerning the quantity of musical sources from the
late Middle Ages and the early modern era (only a very small portion of which have been
preserved in their entirety).

The provenance of the musical fragments catalogued under the shelf mark group 1 H
(the ‘Adolf Patera Collection’) is essentially impossible to determine. No documentation
written by Patera concerning their origin has survived. However, in most cases we can
conclude that they come from manuscripts or prints of the National Museum Library.
Others were donated to the museum.

Adolf Patera (1836-1912), a literary historian, librarian of the Museum of the Kingdom
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of Bohemia (today’s National Museum), and secretary of the Matice ¢eska (Czech Fund),
worked in the museum library for more than forty years. He was one of the leading
experts on Medieval manuscripts, especially manuscripts of literature in Old Czech, and
published many of his research findings. He shared in cataloguing manuscripts of the
Prague metropolitan chapter,* and as his life-long project planned to publish a catalogue
of historically-significant Czech manuscripts from the Middle Ages. As a representative of
the Russian Circle and the Czech-Slavic Union he participated in activities connected with
the 1888 visit to Prague by Pyotr llyich Tchaikovsky, and in planning Antonin Dvorak’s trip
to Russia in 1890. He retired in 1904.2

The fragments containing musical notation are now assigned to seventy-eight shelf
marks.® Parchment bearing this notation had been used in making relatively cheap
books with cardboard covers - often office record books, registers, reports, etc.* In the
fragments studied a complete parchment binding is found only in five cases; much more
numerous were small parchment strips, originally intended to firm the book spine. The
paper fragments are of a later date and come from material used to stiffen cardboard
covers. In some cases it was possible to identify more than one fragment coming from
a single source based on analysis of scribes’ hands and type of notation, the appearance
of the staves, the framing, and the size of lettering and notational symbols, and of course
through tracing of associations in terms of content. In the case of larger fragments that
are legible it was possible to identify recto and verso folia. The degree of damage varies
widely among individual items; this affects our ability to determine the type of books
from which the various fragments originally came. Most of them are from liturgical books,
including antiphonaries and breviaries.

The oldest of the musical fragments catalogued under the shelf mark group 1 H
come from the twelfth century and are written in German neumatic notation without
lines (one of the most important notational systems in central Europe from the tenth
to the thirteenth centuries).® Most numerous are fragments written in Czech plainchant

1) Soupis rukopist knihovny metropolitni kapituly praZzské (Inventory of Manuscripts of the Library of the
Prague Metropolitan Chapter), Part 1, ed. Adolf Patera and Antonin Podlaha, Ceska akademie cisafe Frantiska
Josefa pro védy, slovesnost a uméni, Prague 1910. A detailed account of the work of Adolf Patera is given
in MAREK, lJindfich: ‘Adolf Patera a muzejni rukopisné zlomky’ (Adolf Patera and the Museum’s Manuscript
Fragments), in Rukopisné zlomky Knihovny Narodniho muzea (Manuscript Fragments in the National Museum
Library), ed. Michal Dragoun and Jindfich Marek, Narodni muzeum and Scriptorium, Prague 2012, pp. 13-16.

2) His successor Cenék Zibrt allegedly pushed his way to the position of librarian in a rather unscrupulous
manner, but there is also evidence that Patera, in his last year before retiring, took a whole year’s leave of
absence to work on the catalogue, which he then failed to submit to the scholarly commission, and Zibrt de
facto performed all his duties during this period. A role was certainly also played by the fact that Patera was
losing his sight and could not devote himself to his work in the way he thought proper.

3) National Museum Library, shelf marks 1 Ha 83,1 Ha 142, 1Ha 219, 1 Ha 233, 1 Ha 324, 1 Ha 348,
1Ha460,1Ha491,1Ha582,1Hb165,1Hb206,1Hc1,1Hc103,and 1 Hc 114-78. See Rukopisné
zlomky Knihovny Narodniho muzea (op. cit., note 1). | am grateful to Michal Dragoun for his advice, especially
concerning the dating of fragments and liturgical determination of the sources from which they come.

4) After the Council of Trent and ensuing changes in the liturgy, parchment manuscripts were sold to
bookbinders and shopkeepers by weight.

5) VESELOVSKA, Eva: ‘Hudobnopaleografické 3Specifikd stredovekych notovanych rukopisov v Archive
literatdry a umenia SNK’ (Musical-Paleographical Features of Medieval Music Manuscripts in the Archive of
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notation and Messine-Gothic notation, in varying degrees of Gothicization and
‘Monumentalisierung’ (enlarged size). They are followed by sources written in quadratic
notation and used in monastic communities: for half of these | assume Franciscan
provenance. Other notational systems - e.g. Messine notation on lines and German
Gothic notation - appear less frequently in the fragments. The sixteenth century and first
half of the seventeenth century are represented in the set by white mensural notation.
Several fragments from the eighteenth century show a transition to modern notation and
to later types of plainchant notation. The large majority of the texts are in Latin. Czech is
represented only by two fragments from an Utraquist gradual from ca. 1560-90 and four
pages from a Czech manuscript cantional from the eighteenth century. Further research
would certainly yield many more specific findings and would place these fragments into
a broader context.

Out of the large collection of materials from Patera’s estate | chose for special attention
those fragments that are written in white mensural notation. A total of eleven of them are
found in the set, coming from five different sources.

Seven fragments, assigned the shelf marks 1 H ¢ 175/1-7, can be ascribed to one
original source-a compendium of Latin polyphonic motets. Having maximum dimensions
of 12 x 14.5 cm, these fragments were previously glued together to form a thick layer;
they bear traces of glue and in some cases the imprint of notation from a different folio.
In two cases they are bifolia that were later straightened out and cannot be returned
to their original condition. The fragments were written by a single scribe, legibly but
not with exaggerated care, during the last quarter of the sixteenth century or the early
seventeenth century judging by the shapes of letters and notes.

Table 1: Content and Voice Requirements of the Fragments

Total no. of pages Voice / Clef sign and line of
Shelf mark / no. of pages with | Textual incipits: recto / verso staff on which it is placed
notation (counting from bottom)
r: virgo migravit ad [Christum] [treble?] / ?
1Hc175/1 2/2 v: [redem]ptor quas grates [treble] / G2
rl: Aut cessem piger [treble] / G2
o v1: vitam tribuis quam vitam [treble] / G2
1Hc175/2 4 (bifolio)/ 4 r2: [DoJmine fortitu[dinem] [treble] / C2
v2: est alius qui pug[net] [treble?] / ?
rl: me totum guberna me [treble] / C1
o v1: [empty]
1Hc175/3 4 (bifolio) /'3 r2: nisi [tu] Deus noster. Aufer [treble] / G3
v2: Miserere [mei Deus] [treble?] / ?
r: [Conte]re Domine fortitudinem [treble?] / ?
1Hc175/4 2/2 v: ut cognoscant quia non est [treble] / G3

Literature and Art of the Slovak National Library), in KniZnica (Library), Vol. 11 (2010), Nos. 2-3, pp. 28-39. This
and other published studies by Eva Veselovska were a great inspiration to me and a stimulus for work with the
fragments; | also thank her warmly for her advice.
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r: [Exau]di Domine [treble?] / ?
1Hc175/5 2/2 v: pater noster qui es in [tenor] / C4
r: da nobis [...] nostra ?/?
1Hc175/6 2/2 v: [tentatio]lnem [...] In D[omino] [tenor] / C4
r: a malo. Amen. [IJn domino ?/?
1Hc175/7 2/2 v: paraverunt sagitas suas [bass] / F4
Table 2: Occurrences of Compositions (Partly Reconstructable) in the Various Fragments
Number
e Eon Textual incipit Voices of pages / Shelf mark
number Number of
fragments
1 [Ecce prudens?] virgo migravit [treble?] 1/1 1Hc175/1
5 Quas grates tl.bl redempt?r.— [l pars:] | [treble: Superior] 5/3 1Hc175/1-3
Aut cessem piger aut periciorem + [treble?]
3 .c?nt.ere Domine fortitudinem [treble: Superior] 5/3 1Hc175/2-4
inimicorum + [treble?]
Aufer a nobis Domine - Il. pars:
4 Miserere mei Deus. Exaudi nos [treble?] 3/2 1Hc175/3,5
Domine
5 Pater noster qui es in caelis [tenor + bass] 5/3 1Hc175/5-7
6 !n Domino confido - [Il. pars: Dominus [tenor + bass] 3/2 1Hc175/6-7
in templo sancto]

| assume that the compendium of motets consisted of groups of bifolia inserted
into each other, as shown by bifolia containing various compositions calling for various
combinations of voices. Preserved from the first four compositions are the higher
(treble) voice parts, whereas the remaining two pieces are preserved in the lower voices
(men). Although it was not certain at first to what extent the voice parts available are
fragmentary and what the complete ensemble was for which these compositions were
written, they appeared to be compositions for voices of the same or adjacent ranges
(ad voces aequales). One of the forms written typically for such a set of voices was the
three-voice tricinium, which was popular especially in the second half of the sixteenth
century and the early seventeenth century in Protestant schools as well as in churches
and in private.® Some of the fragments from shelf mark 1 H ¢ 175 have been identified
as tricinia in this narrower sense.

Compositions Nos. 2-4, by Wolfgang Figulus (born ca. 1525 in Naumburg, died 1589
in Meissen), were published in NUrnberg in 1559 by the firm of Johann vom Berg & Ulrich
Neuber, as part of the collection Tricinia sacra ad voces pueriles, pares in usum scholarum
composita, in three part books: Superior, Medium, and Inferior. No specimens thereof are
known to exist in the Czech Republic. According to Répertoire international des sources
musicales (RISM), one part book each is found in the Deutsche Staatsbibliothek in Berlin
(Inferior) and the Musikbibliothek der Stadt Leipzig (Medium). Two part books (Superior

6) FINSCHER, Ludwig: ‘Tricinium’, in Die Musik in Geschichte und Gegenwart [MGG]. Allgemeine
Enzyklopéddie der Musik, Sachteil 9 (Sy-Z), Barenreiter-Metzler, Kassel etc. 1998, pp. 795-801.
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and Inferior) are owned by the British Library in London.” The three compositions Quas
grates tibi, Contere Domine fortitudinem, and Aufer a nobis are placed in the original
collection as numbers 7, 16, and 17.

Also identified was the prima pars of the composition In Domino confido, a motet by
Thomas Stoltzer (ca. 1480-1526), published in the collection Selectissimorum triciniorum
of 1560 (Nurnberg, Johann vom Berg & Ulrich Neuber) and also earlier, in 1542, by
Georg Rhau in Wittenberg in the collection Tricinia, tum veterum tum recentiorum in arte
musica. Both these collections were published in the form of part books (treble voice,
tenor, and bass). RISM lists five German libraries and the British Library as owners of the
Nulrnberg print,® and reports the older print as being held by four German libraries and
the British Library. Both the NUrnberg printers (vom Berg and Neuber) and Georg Rhau
published a number of collections of this type, easy to perform (or at least less difficult);
tricinia were popular in Italy and France as well. Apart from printed materials, the
models for ‘our’ manuscript copies preserved as fragments may have been manuscript
songbooks produced for the needs of schools or of religious or other communities.

Both of the identified composers had an indirect connection with Wittenberg,
a university town in today’s Saxony-Anhalt where Georg Rhau lived and worked. The older
of them, Thomas Stoltzer, came from Silesia, was long active in Breslau (today’s Wroctaw),
and in the end perished in Hungary shortly after the Battle of Mohacs, in the service
of King Ludvik Jagiellon. Stoltzer enjoyed great popularity in Saxony, which was an
important centre for the Lutheran Reformation. In our own time Wolfram Steude coined
the expression ‘the new Wittenberg repertoire’ to describe a body of works by German
composers influenced by Luther, with Stoltzer in first place and many successors in the
next generation.®

Among those successors was Wolfgang Figulus,*® real name Wolfgang Topfer, who was
the St. Thomas cantor in Leipzig from 1549 to 1551, then from 1551 to 1588 taught music,
Latin, and religion at the relatively new Furstliche Landesschule in Meissen, where he was
also responsible for music at the church of St. Afra. In his collection Cantionum sacrarum
[...] primi tomi (Frankfurt an der Oder, Johann Eichhorn, 1575) he included the German
version, here perhaps published for the firsttime, of Luther’s preface Encomion musices.**
The RISM database?®? registers many compositions by Figulus as well as manuscript
copies he made of works by others, today mostly administered by the Sachsische
Landesbibliothek - Staats- und Universitatsbibliothek in Dresden-manuscripts from

7) See http://www.rism.org.uk/manuscripts/165477 (accessed 22 Nov. 2011). For further information
RISM A/1/3, p. 42 [F720.

8) See http://www.rism.org.uk/manuscripts/165470 (accessed 22 Nov. 2011). For further information
RISM B/1, p. 230. (15601).

9) STEUDE, W.: Die Musiksammelhandschriften des 16. und 17. Jh. in der Sé&chs. Landesbibliothek zu
Dresden, Leipzig 1974, cited in KRAUSE, Peter: ‘Figulus (Tépfer), Wolfgang’, in MGG (see note 6), Personenteil 6
(E-Fra), Barenreiter-Metzler, Kassel etc. 2001, pp. 1143-46.

10) See KRAUSE, op. cit.,, also BRENNECKE, Wilfried: ‘Figulus (Topfer), Wolfgang’, in The New Grove
Dictionary of Music and Musicians, Vol. 8 (Egypt-Flor), Macmillan Publishers Limited, London 2001, p. 790.
11) First published in Latin, in Symphoniae iucundae, Georg Rhau, Wittenberg 1538.

12) See http://www.opac.rism.info/index.php (accessed 17 July 2012).
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the Firsten- und Landesschule in the S
Saxon town of Grimma. This school, ’
called ‘Collegium Moldanum’, was
founded (like the one in Meissen) based
on a decree for the land issued by Duke
Moritz von Sachsen and was one of the

mostimportant Protestant schools in the
land. The rector of the school in Grimma L LE
from 1550 until his death in 1584 was 4 4 58 W Ol
Adam Siber, author of the Latin didactic L"“"‘“ b ol

. F -—:"""1' ? Tin o
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One of the teachers there was Friedrich ~d ¢ 3
Birck (ca. 1563-1621), son-in-law of 3 o zm N T, SR

school are written in Birck’s hand. There
can be no doubt about the connections
among Figulus, Siber, Birck, and the I
school in Gr|mm§. . | . e N [N ’h. :

As stated by Figulus in the title of his . "Mf' . _
collection Tricinia sacra, he wrote these ey - -
pieces ad usum scholarum - for the [Thomas Stoltzer: In Domino confido]
needs of pupils. He also had students in E-a.]sl,oiyr)?svelrg.l;t:LS?.aigéIIZt?;a;ass, manuscript copy,
mind in his theoretical treatises, e.g. in sixteenth or seventeenth century
Elementa musicae brevissima, in usum KNM / National Museum Library 1 H ¢ 175/7, verso
puerorum conscripta (Leipzig, Georg
Hantzsch, 1555) and in the similarly-focused treatise titled Volfgangi Figuli [...] musicae
practicae elementa brevissima, in usum puerorum conscripta, published in 1565 in
Nurnberg by Ulrich Neuber and the heirs of Johann vom Berg. In addition, he shared in
the enlarged edition Deutsche Musica und Gesangbdchlein (NUrnberg, Johann vom Berg
& Ulrich Neuber, 1560) of Martin Agricola, another of the important German Protestant
teachers and composers, whose friends included Georg Rhau in Wittenberg.

The fragments catalogued under shelf mark | H ¢ 175 raise the question of who was
owner of the compendium containing the manuscript copies of these relatively simple
compositions. One possibility is of course a school environment where both the moralizing
texts and the psalm (In Domino confido) or the prayer (Pater noster) could find use. It is
impossible to say whether these copies was made in the Czech lands, or even whether
in a Protestant or a Catholic environment (though the first of those two possibilities
seems much more likely). Because few sources of this type are preserved in our country,
even the small fragments from the National Museum Library are an important source of
information.

Figulus and heir to his musical estate. Ty i -
Some of the sources coming from that | - M{-{v’ :J ,5 7;4 #
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Antonin Dvorak nove,
barevne a zabavne
(Vystava 4ntonin Dvordk

v

v Ceském muzeu hudby,
7. cervna 2011 - 3. cervna

2012)

EVA VELICKA

Rok 2011 se v hudebnim svété nesl na viné vSeobecnych oslav 170. vyro¢i narozeni
nejznaméjsiho Geského skladatele Antonina Dvoraka. Ceské muzeum hudby, jehoZ
soucasti je samostatné oddéleni Muzeum Antonina Dvoraka, se samoziejmé nemohlo
Lhevyjadrit“, vzdyt v Muzeu Antonina Dvoraka se nachazi nejvétsi a nejvyznamnéjsi dvo-
fakovska shirka na svété a je proto co ukazovat. Na rozdil od prfedchozi GUspéSné vystavy
Beatlemanie!, ktera vnesla do prostor Ceského muzea hudby fenomén popularni hudby
a byla zalozena predevSim na zapUjckach a spolupraci s externisty, se vystava Antonin
Dvorak soustfedila na vlastni muzejni fondy a jeji koncepci vytvoril autorsky tym pouze
internich pracovnic. Toto vychodisko by se mohlo zdat nejpohodInéjsSim reSenim: oprasit
nejvetsi exponatové hity, jako je autograf Novosvétské, a spokojit se s navratem ,klasic-
kého* tématu, tedy tématu spojeného s klasickou - ¢ili mensinovou - hudbou a tim také
s velkym propadem navstévnosti.

V pripadé Antonina Dvoraka, ktery je nejen nejznaméjsim ceskym skladatelem, ale
pravdépodobné nejznamé&jsim Cechem viibec, se viak téma dalo pojednat i jinak. Vy-
znamnou cilovou skupinu tvofili samoziejmé cizinci, cestujici do Prahy a do Ceska &asto
pravé za Dvorfakem. Zvlasté pro né bylo nutné predvést opravdové ,lahtdky*, tedy origi-
naly, které v takové koncentraci nemohou zhlédnout nikde jinde a které se z bezpeénost-
nich divodu i kvlli ochrané historickych pisemnych pamatek vystavuji jen vyjimecné.
Trezorové mistnosti tedy opustilo nebyvalé mnozstvi prvotisk(l a originalnich autograf(,
napft. autografy Symfonie ¢. 9 ,Z Nového svéta“, Requiem, Biblickych pisni, Slovanskych
tancu, Rusalky ad. Vzhledem k proslulosti Novosvétské symfonie pak bylo praveé jeji vy-
staveni hlavnim propagacnim lakadlem.

Kazda vystava - i kdyZ o tématu zdanlivé znamém - by vSak méla sdélit také néco no-
vého z odborného hlediska, napt. v podobé objevnych informaci ¢i necekanych kontextu.
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Proto se pfi tvorbé vystavy nezapomnélo ani na ¢etnou skupinu Dvofakovych znalct a ob-
divovateld. P¥i této prilezZitosti byl napf. zcela noveé vytvoren grafologicky rozbor Dvofakova
pisma, Kriminalisticky Gstav Praha vyhotovil genetickou analyzu na zakladé DNA sklada-
telova vnuka, byly ziskany jedinecné dokumenty o provozovani Dvofakovy hudby v kon-
centraénich taborech rdznych rezim( (v Tereziné i gulagu) a zaznély nejstarsi nahravky
Dvorakovy hudby v pfepisu z fonovaleckl. Mezi exponaty se objevily dosud systematicky
nezpracované fotografie ¢i hudebniny, které jsou uloZeny v hudebnéhistorickém oddéleni
Ceského muzea hudby a o nichZ odbornéa vefejnost prakticky nevi.

V neposledni fadé, v duchu vystavni politiky celého Narodniho muzea, bylo Zadouci zau-
jmout také Siroké navstévnické vrstvy véetné déti. Z téchto divodu byla vystava doplnéna
nékterymi externimi zapUljckami, predevsim trojrozmérnych predmétd, kterych je ve sbirce
Muzea Antonina Dvoraka pomérné malo. K dokresleni atmosféry 19. stoleti a Dvorakovy
vasné pro techniku proto krasné poslouzily exponaty zapUljéené z Narodniho technického
muzea. Dvorakovu vzrlstajici popularitu a rozvijejici se ,byznys“ vydavani hudebnin doku-
mentoval dobovy tiskarsky lis ze soukromého majetku. Téma Rusalky, zasazené do kontextu
celé Dvorakovy operni tvorby, se pripomnélo i pamatnym kostymem Vodnika, ktery v praz-
ském Narodnim divadle pouZival Eduard Haken. Dvorakovo cestovani a jeho pobyt v Ame-
rice ilustrovala originalni Dvorakova cestovni brasna, zapUjéena od skladatelova vnuka, Ci
indiansky odév z Naprstkova muzea. Tyto a dalSi trojrozmérné predméty tak napomohly ve-
dle fady papirovych doklad(l vytvofit plasticky a doslova ,hmatatelny“ skladateldv obraz. (Ve
vystavé byl totiZ pripraven také hapticky zazitek v podobé odlitkdl Dvofakovy ruky a busty).

Interaktivni prvky pfibliZovaly a zaroven trochu odlehéovaly dvorakovské téma a ac-
koliv byly primarné zamyslené pro déti, ukazalo se, Ze ani v dospélych - a to vcetné
autorského tymu - hravost nevymizela. Vdécnym objektem se napf. stala stylizovana
vych dirigentskych vystoupeni. K dispozici a k vyzkousSeni byla presna kopie Dvorakova
doktorského talaru z Cambridge. V prostoru vénovaném Rusalce rytmicky probublavalo
minimalistické jezirko, v historickém fotoaparatu probihal ,film“ z pomysiného fotoalba
rodiny Dvorakovych, v ¢asti vystavy vénované Dvofakové recepci bylo mozné zhlédnout
historické filmové dokumenty z dvorakovskych oslav z roku 1941 ¢i filmové zabéry vyuzi-
vajici Dvorakovu hudbu. Ve dvorané déti skladaly skladatelovu fotografii z obfich kostek
nebo puzzle. Zvukovym vjemim samoziejmé dominovala Dvofakova hudba, ktera znéla
do prostoru a v intimnéjsi podobé do sluchatek; pfi jejim poslechu se dalo odpocivat
u Rusalcina jezirka ¢i ve vlakovém kupé.

Deset kapitol vystavy zahrnulo napf. Dvofakovu osobnost, vasen pro vlaky, Dvofakovo
cestovani, jeho viru, pobyty v Anglii a v Americe Ci recepci jeho hudby ve 20. stoleti. Obsa-
hové i formalné pestry byl také bohaty doprovodny program, opét zaméreny na nejriiznéjsi
cilové skupiny. Pro zajemce o odborné&jsi témata se konala v prostorach Ceského muzea
hudby, Muzea Antonina Dvoraka a v Clam-Gallasové palaci fada muzikologickych predna-
Sek. Nové pohledy se promitaly i do dramaturgie koncert(l, napf. do srovnani Dvorakovych
Cyprist jako pisnového cyklu a smyccového kvartetu, nebo do provedeni Biblickych pis-
ni v kontextu americkych spiritual(, jednoho z jejich inspiracnich zdroji. Nechybély vSak
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ani zabavné netradi¢ni programy: prednaska
s demonstraci moédy Dvorakovy doby, insce-
nace westernového muzikalu Tony D. MiloSe
Orsona Stédroné & koncert mladych dydze-
ju, ktefi vyuzili a zmixovali ¢asti Dvorakovych
skladeb. V Ceské republice byl za G&asti reZi-
séra Ivo Bulandy poprvé promitnut némecky
dokumentarni film Erinnerungen an Antonin
Dvorak z roku 1966. V zari, v dobé tradicniho
pripominani skladatelova narozeni v Nelaho-
zevsi, se uskutecnilo spole¢né putovani Dvo-
rakovou stezkou z Kralup do Nelahozevsi za
doprovodu postav v historickych kostymech.
O celém vystavnim projektu bylo natoceno
nékolik samostatnych pofadd pro Ceska i za-
hraniéni média (napt. hodinovy porad s pro-
hlidkou vystavy pro Cesky rozhlas 3 - Vltava
&i reportaz do cyklu Toulava kamera v Ceské ol i, Bk SRR
televizi). Autorky vystavy pravidelné poradaly ) B
komentované prohlidky, détem pak byly urce- Sg:gg;:il?ggak : . -
grafie / Portrait photograph, ateliér /

ny workshopy Z Nového svéta a Rusalka, na studio Jan Vavruska, Pisek, ca 1894
kterych se zpivalo, tandilo i kreslilo. NM-CMH fond Kalensky / Kalensky collection

Plsobeni a vyznéni celé vystavy, kte-
ré mélo byt neotrelé a pfitom nepostradajici logiku, vyznamné dotvoril moderni design
predstavujici vyrazné grafické reseni a specifickou architektonickou koncepci spocivajici
v jednoduchosti, Cistoté a jasnosti. Jednotici linie - vystavni sténa - prochazela nepreru-
Sené celym vystavnim prostorem a nechala vyznit samotny historicky prostor plivodniho
kostela, ve kterém nyni sidli Ceské muzeum hudby.

Vétsina vystavnich text(i a fotografie exponatd zlstaly uchované v publikaci, kterou
vydalo Narodni muzeum pod nazvem Antonin Dvorak (ISBN 978-80-7036-323-2).

Autorsky tym:

Autorka a komisarka vystavy / Author and commissioner of the exhibition: Eva Velicka
Spoluautorky vystavy / Co-authors: Katefina Nova, Klara Sladkova, Tatana Souckova,
Dagmar Stefancova

Architektonicky navrh / Architectural design: ROBUST architects - Ondfej Busta, Robert
Damec

Grafické zpracovani / Graphic design: Purpure - Pavel Sevéik

Zvukové instalace / Sound installation: Martin Musil, Michal Cab, Krystof PeSek
Koncepce interaktivit / Conception of interactive elements: Petra Vlachynska, Lucia
Skandikova

Koordinace doprovodnych programt / Coordination of accompanying events: Lenka Kobrova
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Dvorak from a New,
Colourful, and Entertaining
Perspective: The Exhibition
Antonin Dvorak in the

Czech Museum of Music,
7 June 2011 - 3 June 2012

EVA VELICKA

I n 2011 the musical world saw a wave of general celebrations of the 170th anniversary
of the birth of the best-known Czech composer, Antonin Dvorak. Of course the Czech
Museum of Music, which includes as a separate division the Antonin Dvorak Museum,
could not fail to ‘have its say’ - after all, the Dvorak Museum holds the largest and most
important Dvorak collection in the world, and so it has something to show. By contrast
with the preceding successful exhibition Beatlemania!, which brought a phenomenon of
popular music into the premises of the Czech Museum of Music and was based primarily
on collaboration with external workers and exhibit items on loan, the Dvorak exhibition
concentrated on the museum’s own collections and was conceived by a team composed
entirely of the museum’s own employees. This approach may appear to have been the
most comfortable: to dust off the biggest hits among the museum'’s exhibit items, such
as the autograph manuscript of the ‘New World Symphony’, and to remain satisfied with
a return to a ‘classical’ topic - a topic associated with classical music (music for the
minority) - and thus with a major drop in attendance.

However in the case of Dvorak, who is not only the best-known Czech composer but
probably the best-known of all Czechs, the topic could be treated in another way as well.
Of course a major target group consisted of foreigners visiting Prague and the Czech
Republic, often precisely because of Dvorak. For them, especially, it was necessary
to present real ‘delicacies’ - originals that cannot be seen anywhere else in such
concentration and which for reasons of security as well as protection of these priceless
historical documents are placed on display only exceptionally. Thus an unprecedented
number of first prints and original autograph manuscripts left the spaces of the vault,
for instance the autograph scores of the Symphony No. 9 ‘From the New World’, the
Requiem, the Biblical Songs, the Slavonic Dances, and the opera Rusalka (The Water
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Nymph). In view of the fame of the ‘New World Symphony’, its display was a major
enticement stressed in promoting the exhibition.

Every exhibition, however - even if devoted to a seemingly well-known topic - should
also communicate something new from the scholarly standpoint, for example in the form of
newly-discovered information or unexpected contexts. Therefore in creating the exhibition
the large community of Dvorak experts and Dvorak admirers was not forgotten either. For
instance a graphological analysis of Dvorak’s handwriting was undertaken for this occasion
for the very first time, and the Institute of Criminology in Prague conducted a genetic analysis
based on a DNA sample provided by the composer’s grandson. Unique documents were
acquired concerning performances of Dvofak’s music in concentration camps of various
regimes - in Terezin (Theresienstadt) and the Gulag - and visitors had the opportunity to
hear the oldest recordings of Dvorak’s music as transferred from phonograph cylinders.
Also on display were photographs and musical manuscripts and prints deposited in the
Music History Division of the Czech Museum of Music that had not yet been systematically
catalogued, of which the scholarly community was practically unaware.

Not least, in the spirit of the exhibition policy of the whole National Museum, it was also
desirable to appeal to the broad public including children. For these reasons the exhibition
included some items borrowed from other institutions and individuals, above all three-
dimensional objects (of which the Dvorfak Museum has relatively few in its collections).
ltems borrowed from the National Technical Museum served beautifully to recreate the
atmosphere of the nineteenth century and commemorate Dvorak’s passion for technology.
Dvorak’s growing popularity and the developing business of music publishing were
documented by a period printing press on loan from a private owner. The section on Rusalka,
placed in the context of Dvorak’s whole operatic output, included a historic costume for the
Water Goblin worn in Prague’s National Theatre by Eduard Haken. Dvorak’s travels and his
sojourn in America were illustrated by such items as his own suitcase, lent by his grandson,
and items of Native American clothing from the Naprstek Museum. These and other three-
dimensional objects, alongside numerous documents on paper, helped to evoke a vivid
and ‘touchable’ image of the composer. (The exhibition even included a haptic experience
in the form of casts of Dvorak’s hand and head.)

Interactive elements presented the topic of Dvorak and at the same time somewhat
‘lightened’ it. Though these elements were aimed primarily at children, they showed that
playfulness has not died out even among adults - including the exhibition team. For instance
a popular item was a stylized map with rotating panels where visitors themselves uncovered
the most important sites of Dvorak’s appearances as a conductor. Visitors could also try on
a precise copy of the gown Dvorak wore at the ceremony in Cambridge where he received
his honorary doctorate. In the section devoted to Rusalka there was a rhythmically-bubbling
minimalistic lake. And in a historic camera one could view a ‘film’ of an imaginary Dvorak
family photo album. In the portion of the exhibition devoted to reception of Dvorak’s works
one could see historical documentaries from Dvorak celebrations in 1941, and film scenes
making use of Dvorak’s music. In the atrium children put the composer’s photograph
together from giant cubes, or as a puzzle. Sounds heard were of course dominated by
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Vystava Antonin Dvorak / The Exhibition Antonin Dvorak
Odpocinek pfi poslechu Rusalky / A rest while listening to Rusalka
Fotografie / Photograph, Alena Krasna
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Dvorak’s music, which filled the exhibition space but also sounded more intimately in
headphones; while listening one could take a rest by ‘Rusalka’s lake’ or inside a railroad car.

The ten sections of the exhibition included for example Dvorak’s personality, his
passion for trains, his travels, his religious faith, his stays in England and America, and
reception of his music during the twentieth century. Also diverse both in content and form
was an extensive offering of accompanying events, again aimed at the most varied target
audiences. For those interested in more scholarly topics, a series of musicological lectures
was given in the premises of the Czech Museum of Music as well as the Dvorak Museum
and the Clam-Gallas Palace. New perspectives were also projected into the programming
of concerts, offering for instance a comparison of Dvorak’s Cypresses as a song cycle and
as a work for string quartet, or performance of his Biblical Songs in the context of American
spirituals (one of Dvorak’s sources of inspiration in composing that work). But there were
also untraditional entertaining programs such as a lecture demonstrating fashions in
apparel from Dvorak’s time, a staging of a musical parodying ‘Western’ films called Tony D.
by Milo$ Orson Stédror, and a concert given by young disc jockeys who utilized and mixed
passages from Dvorak’s compositions. The German documentary film Erinnerungen an
Antonin Dvorak (Memories of Antonin Dvorak) from 1966 was shown for the first time in
the Czech Republic, in the presence of its director lvo Bulanda. In September, at the time
of traditional commemoration of the composer’s birth in Nelahozeves, there was a joint
walk along the Dvorak Trail from Kralupy to Nelahozeves accompanied by a young couple
in historical costumes. Several programs about the whole exhibition project were produced
for Czech as well as foreign broadcast media, for instance an hour-long program with
a tour of the exhibition for the ‘VItava’ station of Czech Radio, and a program as part of the
series The Wandering Camera on Czech Television. The authors of the exhibition regularly
conducted guided tours, and workshops were held for children titled From the New World
and Rusalka, including singing, dancing, and drawing.

The result and impact of the whole exhibition, intended to be fresh and imaginative
but not lacking in logic, was substantially enhanced by modern visual design consisting
of striking graphic treatment and a specific architectural conception that emphasized
simplicity, cleanness, and clarity. A unifying element - the exhibition wall - passed
unbroken through the whole space of the exhibition and worked in harmony with the
historical premises of the original church that today houses the Czech Museum of Music.

Most of the exhibition texts and photographs of the exhibit items are preserved
in a book published by the National Museum under the title Antonin Dvorak (ISBN
978-80-7036-323-2).
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Prehled publikaci vydanych
Ceskym muzeem hudby

DARINA SVOBODOVA

~

Ceské muzeum hudby plsobi jako

Kde domov maj?

slozka Narodniho muzea od roku
1976, do roku 2000 pod nazvem Mu-
zeum Ceské hudby. Za 35 let své exis-
tence vydalo samostatné nebo ve spo-
lupraci s jinymi institucemi témér Ctyfi
desitky publikaci z oboru muzikologie,
jejichz soupis nyni predkladame.
Vydané publikace odrazeji zaklad-
ni ¢innosti muzea a témata, kterym se
jednotlivd oddéleni vénuji. Nejvyraznéjsi
a pro verejnost nejzajimavéjsi je vystav-
ni ¢innost. Uvedené katalogy vystav za-
chycuji zna¢nou ¢ast vystavnich projektu
Ceského muzea hudby (bohuZel z finané-
nich ddvodd nebyl ke véem vystavam ka-
talog vydan) a predstavuji témér tretinu
vydanych publikaci. Tuto oblast dopliuji
priivodce byvalymi i soucasnymi expo-
zicemi muzea. DalSi vyznamnou oblasti
publikovani jsou odborné prace o shirko-
vych pfedmétech muzea, at uz se jedna
0 soupisy hudebnich nastrojl nebo faksi-
mile vyznamnych hudebnin. Mensi ¢ast
publikaci predstavuji vystupy z védecké  ykazka z publikace Statni hymna éeské republiky [...]
dinnosti pracovniko muzea, pfipadné /A sample from the publication The Czech Republic‘s
sbornik z konference spolupofadané my- ~ "ational anthem [...]

. ) . ) Postovni znamky s motivem pisné ,Kde domov muij*
zeem. V prehledu je uveden té€Z Casopis  vydané v roce 1934 / Postage stamps issued in 1934

Musicalia, ktel’y muzeum vydévé od roku with the motive of the song ‘Where is My Home?’
2009 a ktery zpfistupnuje Siroké verej-
nosti studie a &ldnky pracovnikd Ceského muzea hudby i dalSich autord.

Soupis publikaci je fazen v ramci jednotlivych oblasti abecedné dle prijmeni autor(, resp.
dle nazvd, pokud publikace hlavniho autora nemé. Zaznamy jsou vytvoreny podle normy CSN
ISO 690 Bibliografické citace. Do citaci pouze ¢esky tiSténych publikaci byly viozeny anglické
preklady jejich nazvd, které jsou uvedeny v hranaté zavorce odliSnym typem pisma.

LT O DS Z 2T
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Publications of the Czech
Museum of Music

DARINA SVOBODOVA

The Czech Museum of Music
(until 2000 called the
Museum of Czech Music) has
been operating as a component
of the National Museum since
1976. During the thirty five
years of its existence it has
published, either independently
) . . ACADRE MR

or in cooperation with other SR ',,,.,‘}E'L"‘“ﬂ’.ﬂ}ﬂ,ﬂ,;&
institutions, almost forty titles in — - LA
the field of musicology, a list of '
we present below.

The publications  reflect Hudba v Praze / Music in Prague
the museum’s fundamental 1760 - 1810

activities and the topics with  Katalog vystavy vydany Geskym muzeem hudby / Catalogue
which its various divisions of Short-Term Exhibition published by Czech Museum of Music

deal. Most striking, and most

interesting for the public, are exhibitions. Budget restrictions have unfortunately
prevented the museum from publishing catalogues for all its exhibitions, but the
catalogues listed below capture a major portion of the exhibition projects; they form
almost a third of all publications issued. This area is complemented by guides to the
museum’s past and present long-term expositions. Another major area of publication
comrises professional literature on items in the museum’s collections, ranging from
annotated lists of musical instruments to facsimiles of important musical manuscripts.
A smaller portion of the publications consists of results of scholarly research on the
part of museum employees and proceedings of conferences co-hosted by the museum.
The list also includes the journal Musicalia, published by the museum annually since
2009, which makes studies and articles by museum employees and other authors
accessible to the general public.

Within the various categories the list is arranged alphabetically according to the
authors’ surnames, or according to titles if the publication has no principal author. The
entries are formatted according to the Czech State Norm ISO 690 for bibliographical
citations. Citations of items published only in the Czech language publications include
English translations of their titles in square brackets with the different type of lettering.
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Piehled publikaci / Publications of the CMM

1. Monografie, sborniky / Monographs and Compendiums

Bedrich Smetana : doba, Zivot, dilo, Muzeum Bedricha Smetany. Editor Olga MojziSova.
Praha : Narodni muzeum, 1998. 166 s. ISBN 80-7036-048-8.

Bedrich Smetana : time, life, work, Bedrich Smetana Museum. Editor Olga MojziSova.
Praha : Narodni muzeum, 1998. 166 s. ISBN 80-7036-044-5.

Bedrich Smetana : Zeit, Leben, Werk, Bedrich-Smetana-Museum. Editor Olga MojziSo-
va. Praha : Narodni muzeum, 1998. 166 s. ISBN 80-7036-045-3.

Bedrich Smetana 1824-1884 : report of the International Musicological Conference,
Praha 24th-26th May 1994. Edited by Olga MojziSova and Marta Ottlova. Praha : Mu-
zeum Bedficha Smetany, 1995. 277 s. ISBN 80-7036-022-4.

CIZEK, Bohuslav. 300 Jahre mit Hammerklavier. Prag : Nationalmuseum - Museum
tschechischer Musik, 1999. 56 s. ISBN 80-7036-069-0.

CIZEK, Bohuslav. 300 let s klavirem. Praha : Narodni muzeum - Muzeum &eské hudby,
1999. 56 s. ISBN 80-7036-065-8.

CIZEK, Bohuslav. 300 years with the piano. Prague : National museum - Museum of
Czech music, 1999. 56 s. ISBN 80-7036-068-2.

Fibich - melodram - secese. Fibich - Melodrama - Art Nouveau : report of international
scientific conference, Prague, October 20-22, 2000. Edited by Jana Fojtikova and Véra
Sustikova. Praha : Ceska hudebni spolednost - Spolegnost Zdefika Fibicha : Narodni
muzeum - Muzeum ¢eské hudby, 2000. 256 s. ISBN 80-238-6482-3.

GOSSEL, Gabriel, et al. Statni hymna Ceské republiky v proménach doby. The Czech
Republic’s national anthem down the ages. 1. vyd. Praha : Ufad viady Ceské republiky
: Narodni muzeum : Narodni divadlo : Cesky rozhlas, 2008. 174 s., 1 CD. ISBN 978-80-
7036-237-2 (Narodni muzeum)

JESUTOVA, Eva, et al. Bedfich Smetana, 1824-1884, Prodana nevésta. Bartered bride.
1. vyd. Praha : Ufad viady Ceské republiky : Narodni muzeum : Narodni divadlo : Cesky
rozhlas, 2009. 81 s., 4 CD. ISBN 978-80-7036-248-8 (Narodni muzeum).

MALY, Miloslav. Poesie Zivota : géniovi Geské hudby BedFichu Smetanovi. [The Poetry

of Life : To the Genius of Czech Music, Bediich Smetana.| Praha : Narodni muzeum,
1978. 45 s.
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MOJZISOVA, Olga; POSPISIL, Milan. S kym korespondoval Bedfich Smetana. BedFich
Smetana’s correspondents. Mit wem korrespondierte Bedrich Smetana. 1. vyd. Praha :
Narodni muzeum, 2009. lvii, 131 s. ISBN 978-80-7036-258-7.

MOJZISOVA, Olga; POSPISIL, Milan. Bedfich Smetana a jeho korespondence. BedFich
Smetana and his correspondence. 1. vyd. Praha : Narodni muzeum, 2011. xxxii, 478 s.
ISBN 978-80-7036-306-5.

SUSTIKOVA, Véra. Zdenék Fibich : 1850-1900. Vyd. 1. Praha : Narodni muzeum, 2000.
41 s. ISBN 80-7036-115-8.

SUSTIKOVA, V&ra. Zdenék Fibich : 1850-1900. Prague : The National Museum, 2000.
41 s. ISBN 80-7036-115-8 (chybné).

2. Katalogy sbirek / Catalogues of Collections

CIZEK, Bohuslav. Klavichordy v Ceskych zemich : studie, soupis a katalog nastroji ulo-
Zenych v Narodnim muzeu v Praze. [Clavichords in the Czech lands : a study, a list,
and a catalogue of instruments deposited in the National Museum in Prague.| Praha :
Narodni muzeum, 1993. Ixvi, 76 s.

CIZEK, Bohuslav. Soupis hudebnich nastrojii v Ceském muzeu hudby. Aerofony. I, Hra-
nové a platkové dechové nastroje. The inventory of musical instruments collection at
the Czech Museum of Music : Aerophones. |, Edge and reed windinstruments. Praha :
Narodni muzeum - Ceské muzeum hudby, 2002. 74 I.

CIZEK, Bohuslav. Soupis hudebnich néstroji v Muzeu éeské hudby : Chordofony. I, Strun-
né klavesové nastroje. The inventory of musical instruments collection at the Museum
of Czech Music : Chordophones. I, Hammered and plucked keyboard intruments. Praha :
Narodni muzeum - Muzeum ¢eské hudby, 1992. 15 I.

CIZEK, Bohuslav. Soupis hudebnich nastrojii v Ceském muzeu hudby. Chordofony. I,
Strunné klavesové nastroje. The inventory of musical instruments collection at the Czech
Museum of Music : Chordophones. |, Hammered and plucked keyboard intruments. 2.
aktual. vyd. Praha : Narodni muzeum - Ceské muzeum hudby, 2006. 21 I.

3. Katalogy k vystavam / Catalogues of Short-Term Exhibitions
Antonin DvoFék : publikace u pFileZitosti vystavy Antonin Dvofak, Narodni muzeum - Ces-
ké muzeum hudby. Publication on the occasion of the exhibition Antonin Dvorak, Natio-

nal Museum - Czech Museum of Music : 8.6.2011-29.2.2012. 1. vyd. Praha : Narodni
muzeum, 2011. 94 s. ISBN 978-80-7036-323-2.
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Beatlemanie! : publikace u prileZitosti vystavy ,Beatlemanie!“ Narodni muzeum - Ceské
muzeum hudby. Publication on the occasion of the exhibition ,Beatlemania!* National
Museum - Czech Museum of Music. Editofi Dagmar Fialova, Veronika Seidlova, Tatana
Souckova. 1. vyd. Praha : Narodni muzeum, 2010. 95 s. ISBN 978-80-7036-291-4.

JURKOVA, Zuzana, et al. Muzika etnika : hudba jako zrcadlo kultur. Muzika etnika : music
as a mirror of culture. Praha : Narodni muzeum - Ceské muzeum hudby, [2008]. 66 s.
ISBN 978-80-7036-249-5.

MAYROVA, Katefina; SOUCKOVA, Tatana; VOJTESKOVA, Jana. Fenomén Martind. The
Martinti phenomenon. Le phenomene Martind. Vyd. 1. Praha : Narodni muzeum, 2009.
47 s. ISBN 978-80-7036-262-4.

MIKULAS, Jifi. Hudba v Praze 1760-1810. Music in Prague 1760-1810 : Ceské muzeum
hudby, Praha, 17.3.2006-4.9.2006. 1. vyd. Praha : Narodni muzeum, [2006]. 25 s.

MIKULAS, Jifi. Vinzenz Maschek (1755-1831) : Ausstellung zum 240. Geburtstag des
bedeutenden Prager Musikers. 1. Aufl. Praha : Narodni muzeum - Muzeum ¢eské hudby,
1995. 17 s.

MIKULAS, Jifi. Vinzenz Maschek (1755-1831) : vystava k 240. vyroci narozeni vyznamné-
ho prazského hudebnika. Praha : Narodni muzeum - Muzeum ¢eské hudby, 1995. 17 s.

MOJZIS, Vojtéch. Otakar Sevéik a Seska houslova $kola : katalog vystavy : Narodni mu-
zeum Praha - Hollareum, 10.12.2004-27.2.2005. [Otakar Sev¢ik and the Czech violin
school : catalog of an exhibition : National Museum in Prague - Hollareum, 10 Dec.
2004 - 27 Feb. 2005.] Praha : Narodni muzeum, 2004. [16] s.. ISBN 80-7036-169-7.

MOJZISOVA, Olga; PLECITA, Jana; POSPISIL, Milan. Muzeum Bedficha Smetany 1926-
2006. The Bedrich Smetana Museum 1926-2006. 1. vyd. Praha : Narodni muzeum,
2006. 38 s. ISBN 80-7036-195-6.

PAULOVA, Eva; VANISOVA, Dagmar. Ceské kvarteto (1892-1934) : katalog vystavy, [Praha
1992]. [The Czech (or Bohemian) Quartet (1892-1934) : catalogue of an exhibition,
Prague 1992.] Praha : Narodni muzeum - Muzeum ¢éeské hudby, [1992]. [11] s.

PLECITA, Jana; KLIMESOVA, Marie. Podoby Bedficha Smetany : jak Smetanu vidély gene-
race umélct 19. a 20. stoleti. The views of Bedfich Smetana : how was Smetana seen
by the generations of artists of the 19th and 20th century: [Muzeum Bedricha Smeta-
ny 2.3.2004-31.10.2005 : katalog vystavy]. [Bediich Smetana Museum 2 Mar. 2004
- 31 Oct. 2005 : catalogue of an exhibition.] Vyd. 1. [Praha] : Narodni muzeum, 2004.
151 s. ISBN 80-7036-163-8.
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POSPISIL, Milan. Prodana nevésta znama i nezndma. The bartered bride known and
unknown. Vyd. 1. Praha : Narodni muzeum - Muzeum ¢eské hudby - Muzeum Bedficha
Smetany, 2001. 31 s. ISBN 80-7036-128-X.

STEFANCOVA, Dagmar. Zaniklé chramy, Ziva hudba : [publikace k vystavé Narodniho mu-
zea - Ceského muzea hudby 5.10.2007-4.2.2008]. Extinct churches : living music : [the
publication to the exhibition, National Museum - Czech Museum of Music 5.10.2007 -
4.2.2008.] 1. vyd. Praha : Narodni muzeum, 2007. 24 s. ISBN 978-80-7036-215-0.

4. Privodce expozici / Guides to Long-Term Expositions

BEK, Josef. Vyvoj ¢eské hudebni kultury v epose socialismu : privodce expozici : statni
zamek v Litomysli 1984. |The development of Czech musical culture during the So-
cialist era : a guide to the exposition : state castle in Litomysl, 1984.] Praha : Narodni
muzeum - Muzeum ¢eské hudby, 1985. [30] s.

CIZEK, Bohuslav. Bertramka : [privodce pamatnikem W. A. Mozarta a manZelti Dusko-
vych]. [Bertramka : guide to the Memorial to W.A. Mozart and the Duseks.| V Praze :
Narodni muzeum, 1989. [20] s. ISBN 80-7036-011-9.

CIZEK, Bohuslav, et al. The Czech Museum of Music : history and collections : a guide-
book. 1. ed. Praha : Narodni muzeum, 2000. 58 s. ISBN 80-7036-083-6.

CIZEK, Bohuslav, et al. Das Museum der tschechischen Musik, seine Geschichte und
Sammlungen : Museumsfiihrer. 1. Ausg. Praha : Narodni muzeum, 2000. 58 s. ISBN
80-7036-084-4.

CIZEK, Bohuslav, et al. Muzeum Geské hudby, historie a sbirky. 1. vyd. Praha : Narodni
muzeum, 1999. 58 s. ISBN 80-7036-056-9.

FUCIKOVA, Renata. Clovék, nastroj, hudba : stala expozice Ceského muzea hudby. Man,
instrument, music : the permanent exhibition of the Czech Museum of Music: priivodce
pro déti. [guide for children.] 1. vyd. Praha : Narodni muzeum, 2004. [20] s., 1 broZura
[6] s. ISBN 80-7036-172-7.

HRADECKY, Emil. Bertramka. Praha : Narodni muzeum, 1977. [20] s.

CHADOVA, Anna. Vyvoj Seské hudebni kultury od raného stfedovéku do raného ba-
roka : privodce expozici st. zamku v Litomysli. [The development of Czech musical
culture from the early Middle Ages to the early Baroque : a guide to the exposition
in the state castle in Litomysl.] Praha : Narodni muzeum - Muzeum Ceské hudby,
1984.[34] s.
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MOJZISOVA, Olga; OTTLOVA, Marta. The Bedfich Smetana Museum. 1. vyd. Praha : N&-
rodni muzeum, 1999. 70 s. ISBN 80-7036-053-4.

MOJZISOVA, Olga; OTTLOVA, Marta. Bedfich-Smetana-Museum. 1. vyd. Praha : Narod-
ni muzeum, 2000. 70 s. ISBN 80-7036-094-1.

MOJZISOVA, Olga; OTTLOVA, Marta. Muzeum Bedficha Smetany. 1. vyd. Praha : Narod-
ni muzeum, 2000. 69 s. ISBN 80-7036-093-3.

MOJZISOVA, Olga. Pamatnik Bedficha Smetany v Jabkenicich. [The Bediich Sme-
tana Memorial in Jabkenice.] 1. vyd. Praha : Narodni muzeum, 2003. 78 s. ISBN
80-7036-156-5.

Pamatnik Bedricha Smetany Jabkenice : nova stala expozice Muzea Bedficha Smetany.
[The Bedrich Smetana Memorial in Jabkenice : a new permanent exposition of the
Bedrich Smetana Museum.| Redakce Olga MojziSova, Jana Plecita, Petr Kovar. Praha :
Narodni muzeum, 2001. [20] s.

5. Casopis / Journal

Musicalia : Gasopis Ceského muzea hudby. Journal of the Czech Museum of Music.
Roc. 1, ¢. 1/2 (2009)-. Praha : Narodni muzeum, 2009-. ISSN 1803-7828.

6. Hudebniny / Editions of Music

DVORAK, Antonin. Klavierkonzert g-moll, Opus 33 : Faksimile nach dem Autograph im
Narodni muzeum, Ceské muzeum hudby, Muzeum Antonina Dvofaka, Praha, Signatur
CMH - MAD S 76/1530 / Antonin Dvorak ; herausgegeben von Andras Schiff und dem
Narodni muzeum, Ceské muzeum hudby, Muzeum Antonina Dvofaka, Praha ; Geleitwort
von Andras Schiff ; Einflihrung von Jarmila Tauerova und Jan Dehner. Miinchen : Henle,
2004. 1 faksimile (28, 147 s.). ISMN M-2018-3215-9.

SMETANA, Bedfich. Klavirni dilo. Svazek prvni, Prvni cykly. |Piano works. Volume 1. The
first sets of pieces.] Editor Hana Séquardtova. 2. vyd., 1. pfeprac. v Supraphonu. Praha :
Editio Supraphon - Museum Bedficha Smetany, 1982. 1 partitura (lii, 110 s.)

SMETANA, Bedfich. Klavirni dilo. Svazek druhy, Polky. [Piano works. Volume 2. Polkas. |
Editor Hana Séquardtova. 3. vyd., 1. pfeprac. v Supraphonu. Praha : Editio Supraphon -
Museum Bedficha Smetany, 1980. 1 partitura (Ixi, 206 s.)

SMETANA, Bedfich. Komorni skladby. Trio g moll - Z mého Zivota - Z domoviny - II.
smyccovy kvartet - Fantazie na Ceskou pisen - Zlomky. | Chamber Compositions. Trio

Musicalia 1-2 / 2012 W 155



Darina Svobodova

in G minor - From My Life - From the Homeland - Second String Quartet - Fantaisie
sur un air bohémien - Fragments.] Editofi FrantiSek Barto$, Josef Plavec a Karel Solc.
Predmluva FrantiSek Bartos a Jarmil Burghauser. 1. vyd. Praha : Museum Bedficha Sme-
tany - Editio Supraphon, 1977. 1 partitura (Xlix, 245 s.)

SMETANA, Bedfrich. Nejkrasnéjsi melodie ve snadné upravé pro zacinajici klaviristy. | The
most beautiful melodies in easy arrangements for beginning pianists.| Piano Arr. Pavel
Novak. Vydano ve spolupraci s Muzeem Bedficha Smetany. 1. vyd. Praha : Amos Editio,
2002. 1 partitura (25 s.). ISMN M-66057-029-6.

Hudebni sbirka

Ondfieje Hornika

1. dil
Shirka hudebnin,
knihovna a vytvarné dokumenty

Dagmar Stefancova
Markéta Kabelkova
Eva Paulova

Hudebni sbirka

Ondfeje Hornika

I, dil
Hudebni néstroje

Daniela Kotasova
Tereza Berdychova
Jan Kfitenecky

Nejnovéjsi publikce Ceského muzea hudby /
The Latest Publications of the Czech Museum
of Music
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Vystava Antonin Dvorak / The Exhibition Antonin Dvorak
,SlozZ si fotografii Antonina Dvoraka!“ - interaktivita pro déti /

/ ‘Put Together a Picture of Antonin Dvorak!" - interactive fun for children
Fotografie / Photograph, Alena Krasna

Vystava Antonin Dvorak / The Exhibition Antonin Dvorak

Pohled do vystavniho prostoru: sténa jako jednotici prvek /

/ View into the exhibition space: wall serving as a unifying element
Fotografie / Photograph, Alena Krasna
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Clovék / Nastro] / Hudba

Man [ Instrument / Music

Ukazky z publikaci vydanych Ceskym
muzeem hudby / Samples from
publications of the Czech Museum
of Music

and his carresponed,
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BEDRICH SMETANA
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WORKS OF JOSEF SUK

I NEEENASREEEN R EITER URTEXT EDITION

Barenreiter Praha starts to publish the works of Josef Suk under the label
Bdrenreiter Urtext. This planned edition of selected titles will encompass a
substantial part of the compositions of the eminent Czech representative
of the fin de siecle.

The very first volume presents

String Quartet No. 1in B-flat major op. 1
edited by Zdenék Nouza

The String Quartet No. 1 (1896) was the first composition alongside
the Serenade op. 6, which was published by Simrock as a result of
mediation by Suk’s father-in-law, Antonin Dvofak. Dvofak considered
this work of the young musician to be “the best that | know by him”.
Suk re-wrote the fourth movement twenty years after its completion
because he was dissatisfied with the original version. Despite his use
of the same thematic material, the new version differs so substantially
that this movement is frequently performed on its own.

The primary source for the original form of the quartet was the second
edition by Simrock. For the alternative version of the Finale the present
edition is based on a score and parts marked with Suk’s corrections.

TP 530 — study score, BA 9530 - parts

Svym kollegiim Hoffmannovi, Nedbalovi a Wihanovi
Smyc¢covy kvartet B-dur / String Quartet in B-flat major /

Streichquartett B-Dur oG

1l (1874-1935)
Allegro moderato

Violino I

p tranquillo

D
©
H
.
Violino IT § &
B

Violoncello

« First scholarly-critical edition, that reflects the latest musicological research
 With a foreword (Cz/Eng/Ger) and critical commentary (Eng)
« Also includes the later version of the fourth movement from 1915

In preparation: Piano Quartet in A minor op. 1 Barenreiter Praha

www.baerenreiter.cz



BARENREITER URTEXT

T H E M USICIANS" CH OTICE

BACH
_VIERNE P BEETHOVEN

ARETRVERTED '-u'.l'l' e

Birenreiter Urtext is more than just a label;
it is also a pledge and a guarantee for sheet
_SKROUP _ music performing editions that present the
authentic text and the latest findings of scholarly
research, enabling readers to get as close to the
composer’s intentions as the surviving
sources will allow. I ANDEL

DVORAK

ANRTER R e T

There are no arbitrary editorial additions,
and the quality of the musical text is matched
by an appearance on the page that satisfies
the most discerning eye.

www.baerenreiter.com
www.baerenreiter.cz

SCHUMANN

MEMNDELSS0HMN
BARTHOLDY



