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a set of sources that allow us to see how Bohuslav Martin( participated in preparing productions
of his stage works. This is a collection of the composer’s correspondence and comments on stage
direction written on the occasion of the first Prague performance of the four-part opera Hry o Marii
(The Plays of Mary), H 236 in 1936. The text publishes full transcripts of all of these sources with
critical commentary. This involves two letters from Bohuslav Martin( addressed to Josef Munclinger,
one letter from the management of the National Theatre in Prague to Bohuslav Martint, and two
lists of the composer’s comments on stage direction.
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The composer Bohuslav Martint (1890-1959) had a very strong connection with the theatre
and was fascinated by the actual process of creating a theatrical production. The roots of his
passion for the theatre go back to his childhood in Policka, when as the son of an amateur
actor, he had a unique opportunity to learn about the exciting action taking place backstage
at Policka’s amateur theatre. There, he could observe how theatrical productions were
created, and it was also there that his extraordinary feel for the needs of the stage emerged.

Later, he would reap the benefits of this in his various operas and ballets.
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The collections of the Theatre Department
of the National Museum in Prague contain
a set of sources that allow us to witness
how Bohuslav Martini took part in the
preparations of the productions of his stage
works. This is a set of correspondence and
comments that he addressed to the director
Josef Munclinger on the occasion of the first
Prague performance of the four-part opera
Hry o Marii (The Plays of Mary), H 236
(1934) in 1936.

While Bohuslav Martina’s
works were under the influence of jazz and

theatrical

the Parisian avant-garde in the 1920s, at
the beginning of the 1930s he found a rich
source of inspiration in folklore. In his
autobiography, written in the third person,
he says about himself: “Martinii’s plan is to fill
in the gaps that have been left in Czech opera

by peculiar circumstances... Czech opera has
limited itselfto scenes from village life or, more
or less, to fairytale syntheses. Martinii wants

Josef Munclinger
Archiv Narodniho divadla, Praha, 50. léta
20. stoleti, bez signatury / National Theatre

Archives, 1950s, no shelf mark

somehow to have Czech theatre undergo the

entire course of theatrical history after the fact, so he uses folk texts, customs, dances, legends,
tales from the market square, and children’s games in the popular ballet Spalicek The sung
ballet Spalicek (The Chap-Book), H 214 1 (1932) was then a foretaste of a new concept of
musical theatre in Bohuslav Martintl's oeuvre, which fully manifested itself in the subsequent
work Hry o Marii. In that four-part opera, Martind strove to create a musical drama free of
romantic conventions. According to him, the opera is meant to be theatre, i.e. “a work that
is acted out, but that does not wish to create the impression of reality... it likewise does not set
out to merge all of the arts, but rather to allow each component its independent development”*
Therefore, he was happy to choose “subjects that were themselves once theatre™ — theatre
of the Middle Ages, miracles, mysteries, or legends. The prologue, the twelfth-century

This text has been written with the support of the Grant Agency of the Czech Republic within the framework
of the project GA13-19162S — Souborné vyddni dila Bohuslava Martinii (Bohuslav Martind Complete Edition),
Phase 2.

1) Autobiografie (Autobiography, 1941), published in: Bohuslav Martinii. Domov, hudba a svét. Deniky, zdpisky,
uvahy a cldnky (Homeland, Music, and the World. Diaries, Notes, Thoughts, and Articles), ed. M. Safranek,
1+t edition, Statni hudebni vydavatelstvi (State Music Publishing), Prague 1966, pp. 317-324.

2) Ibid.

3) Autograph treatise on Hry o Marii (1934), published in SAFRANEK, Milo$: Divadlo Bohuslava Martinii (The
Theatre of Bohuslav Martind), 1% edition, Editio Supraphon, Prague 1979, p. 204.
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liturgical play Panny moudré a panny posetilé (The Wise and Foolish Virgins), is based on
a text from the Gospel According to Matthew. Next comes the Flemish Medieval miracle
Mariken z Nimégue (Mariken of Nimégue) in an adaptation by the composer. The third part,
titled Narozeni Pdané (The Nativity), is based on Moravian folk poetry texts, and the cycle
concludes with the legend of Sestra Paskalina (Sister Pascalina, by Henri Ghéon). Martint
had a relatively clear idea about how the individual parts should be handled on stage, and he
described it in a number of his texts written at the time of the premieres in Brno and Prague.*
Among the texts are his correspondence to Josef Munclinger, the stage director of the Prague
production.

Josef Frantisek Munclinger® (1888—1954) was one of the most important Czech operatic
stage directors of the interwar period. At the time when he was working on Hry o Marii, he
had already been engaged successfully as a singer and stage director in Warsaw, Krakow,
Berlin, Aachen, Paris, Budapest, and Vienna. From 1 September 1925 until 31 December 1951,
the National Theatre in Prague was his main base of activity, where he sang a number of bass-
baritone roles and served as stage director for the creation of nearly seventy productions. In
addition, he also worked as a translator, edited the journal Divadlo (Theatre), was a member
of the executive committee of the International Actors’ Union, and cofounded the operatic
stage direction department at the Janacek Academy of Performing Arts in Brno.

List of sources in the collections of the Theatre
Department of the National Museum

Inventory no. | Source Date Description
H6A-29746 | letter from Bohuslav MartinG |3 Oct. 1935 2f., autograph in pen
H6A-29747° | letter from Bohuslav Martinti | 11 Nov. 1935 1f., autograph in pen
letter from the management
H6A-29748 | of the National Theatre 10 Dec. 1935 1f., typescript
in Prague
undated, apparently
H6A-29749 | comments on stage direction | before the Prague 5f., autographin pen
premiere on 7 Feb. 1936
undated, apparently an
_— enclosure in a letter from | 4f., autographin pen
HEA-29750 | definitive cuts Martin( to the National | and pencil
Theatre on 9 July 1935

4) The premiere of the Brno production took place on 23 February 1935. The stage director was Rudolf Walter,
Antonin Balatka conducted, and the stage design was by Frantisek Muzika. The Prague premiere was given
ayear later on 7 February 1936.

5) In the literature, we find his name spelled two different ways. This study uses the form “Munclinger”
(instead of the more common spelling “Munclingr”) because it is the spelling used by Bohuslav Martin( in
the cited sources.

6) The envelope has also been preserved only for the letter HGA-29747. The date of its dispatch according to
the postmark is 11 Nov. 1935.
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Transcription of the sources

Below are translations of transcriptions of all of these sources held in the collections of the
Theatre Department of the National Museum. There are two letters from Bohuslav Martint
addressed to Josef Munclinger, one letter from the management of the National Theatre in
Prague to Bohuslav Martinti, and two of the composer’s comments on the stage directing.
The comments with the heading “definitive cuts” (H6A-29750) relate only to the fourth part,
Sestra Paskalina. They are probably an enclosure from a letter dated 9 July 1935,” which the
composer sent the National Theatre in Prague together with the piano vocal score® when the
stage director for the production had not yet been chosen. The second source with comments
on stage direction (HA-29749) applies to the specific staging as proposed by Josef Munclinger
for the Prague premiere, and it appears to have been written shortly before the date of the
premiere, 7 February 1936. Unfortunately, no letters from Josef Munclinger addressed to
the composer have been preserved either in the collections of the National Museum or at
any other institutions. It is therefore unclear whether the composer was reacting in this
way to Munclinger’s suggestions on the basis of his attendance at rehearsals or of a personal
meeting with the stage director, or whether he had just received Munclinger’'s comments
in writing in correspondence that is not yet known to us. The transcriptions of the sources
(in the Czech version of the article) preserve the content and form of the documents to the
maximum extent possible, including the layout of the text. Punctuation has, however, been
added in some places for the sake of greater intelligibility in order to make the text easier
to read and understand. The punctuation in the translations below aims to facilitate clarity
rather than to mirror the original.

H6A-29746, letter from Bohuslav Martini to Josef Munclinger
Paris, 3 October 1935
Dear Sir,
[ am simultaneously sending a telegram to the National Theatre to confirm your selection
as the stage director for “Hry o Marii’ The theatre’s management highly recommends that
I collaborate with you. As management may have told you, I had proposed Mr. Thein
because I know him from what I have seen on the stage of the National Theatre.” I would

7) In the holdings of the National Theatre in Prague; in it Martind writes: “I am sending [...] at the same time
the definitively revised piano vocal score of Sestra Paskalina. The revision consisted merely of checking and
correcting the cuts; the work remains unchanged, so it is not necessary to make any more copies. It will only
be necessary to look through the material and the other piano vocal scores and to correct them based on the
instructions I am sending simultaneously in the piano vocal score.”

8) These cuts were made both in the autograph piano vocal score of Sestra Paskalina (in the holdings of the
Bohuslav Martin( Foundation in Prague under shelf mark XYZ 107/APR) and in the autograph full score (in the
holdings of the National Theatre in Prague).

9) Hanus Thein (1904-1974), an opera singer and stage director, served at the National Theatre from 1929
as a soloist and from 1932 as a stage director. Martin( had originally proposed him as the stage director for
Hry o Marii in a letter addressed to the National Theatre in Prague dated 24 Sept. 1935 (in the holdings of the
National Theatre in Prague).
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then ask that you not interpret my proposal as any kind of prejudice against you, something
for which I have no cause, and in any case I am convinced of your abilities, and I happily
accept the recommendation of management. I wished to comment on this in order to avoid
any entirely unnecessary misunderstanding between us that could bother you or me. Please
allow me, then, to write a few comments concerning the stage direction, the realisation
of which is very important to me. As you saw from my comments in the score (a special
article about my principles is found in “Tempo” in issue no. 2 from February, I think),”
1 am not interested in any religious mysticism, nor in the illusion of real events; instead,
[ am interested only in theatre, i.e. theatre played as theatre. For this reason, and I would
emphasise this most strongly, I need the scenes to be played in full lighting (if possible; this
term is relative, of course — I just want to give you something of an indication about what
1 want). So avoid darkness on stage and constant turning lights off and on as much as
possible. I hate a dark stage, and I have had in any case rather negative experiences in this
regard. Otherwise, however, put to use all of the possibilities that you can employ as far as
lighting effects are concerned. I would furthermore ask you to abide by the comments which
1 have myself written in, and not the comments added after the fact in pencil from the stage
direction in Brno; I have already made the same request to theatre management. With
regard to the execution scene in Paskalina, please do not be misled by me having written
that it must be like a vision, a hallucination. All of this is still to be properly illuminated; the
effect of the hallucination is in the costumes, the bizarre, stylised arrangement into groups,
and the movements of the masked figures, so the scene should not be played in the dark.
No fadeout until right at the end. Besides that, 1 have a request for Paskalina’s aria at the
place of execution. Have her brought in bound, but have her sing the aria almost on the
ramp, and only lead her to the place of execution afterwards. You will get more action this
way, and you will facilitate Paskalina’s contact with the orchestra, which plays a very quiet
accompaniment, and any moving of Paskalina away from the orchestra will complicate the
performance.
Next, I would ask that you do whatever is possible to have the sets entrusted to
Mr. Muzika" I have already informed management, and they agreed to the suggestion.
Mr. Muzika knows the work perfectly, and his sets are beautiful, so his participation is
important. Having a perfect performance of my work in Prague matters greatly to me, and
1 think that in spite of the difficult conditions, the theatre should not spare too much expense.
The work will be its own reward, as can be seen from the successes it has had in Brno. And
yet another request. The role of Mariken — I wrote the part of the dancer from the beginning

10) Tempo. Listy Hudebni matice (Leaves of the Music Association), vol. XIV, 1934-1935, no. 5-6, pp. 141-151.
11) FrantiSek Muzika (1900-1974), one of the founders of modern Czech scenography, created more than
a hundred original sets for several theatres from 1927 to 1947. Martini knew his sets for the ballet Spalicek,
H 214 Tin Brno (1934) and for the opera Hry o Marii, H 236 (1935). After the Prague production of Hry o Marii
(1936), he also created the sets for the operas Divadlo za branou, H 251 (Theatre Behind the Gate, Brno, 1936)
and Julietta, H 253 (Prague, 1938).
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of my work on it with the intention that it would be danced by Eva Virchlickd Jr;? it is her
genre, and she hopes you will have no objection to my choice and will entrust the role to
her. In any case, 1 think that either you or Mr. Jencik™ have made this choice yourselves. No
apparent (physical) similarity to the singer of the role is necessary; to the contrary, [ would
rather that they are not identical. This is, incidentally, my only encroachment on your plans
for the assignment of roles, and anyway I think it is fully in accord with your intentions
and that you would have done so even without my request. Thank you — I apologise for this
long letter. In any case, I am available to you for any information, and I look forward to
collaborating with you.
Cordially,
B. Martini
3, Passage Richard — Malakoff — Seine — France
[ am sending my new address effective as of 12 October. Please be so kind and pass it on to
management as well.
31, Avenue du Parc Montsouris. Paris 14h=""

H6A-29747, letter from Bohuslav Martinii to Josef Munclinger
Paris, 11 Nov. 1935
Dear Sir,
1 hope you have received the letter I sent together with the letter to the theatre’s management
in response to discussions about your collaboration as the stage director. Because I have
received no reports from you, I am returning to a subject that falls within your powers. It
concerns the casting of the dancing role in Mariken, which I would like to have performed
by Eva Vrchlickd Jr, whom I regard as the only possible performer from the standpoint of
expression, and I hope it will not cause problems for you to assign her the role. Please write
to tell me whether you have received my first letter, which contained various comments on
the staging, about which I would like you to be informed in advance. I am looking forward
to your letter.
I send you cordial greetings.
Yours sincerely, B. Martinii
31, Avenue du Parc Montsouris. Paris 14h=
1/X11»

12) Eva Vrchlicka Jr. (1911-1996), a dancer whose teachers included Elizaveta Nikolska, was engaged at the
National Theatre from 1930 to 1939. During the 1933/34 season, she danced in the ballet Spalicek, H 214 1.
13) Joe Jencik (1893-1945), a dancer and choreographer, was a guest choreographer from 1932, and from
1937 he was a regular member of the ballet troupe of the National Theatre. He participated in the Prague
productions of Spalicek, H 214 T (1933), Hry o Marii, H 236 (1936), and Julietta, H 253 (1938).

14) This means Paris’s 14* district. Martind lived at the new address from October 1935 to April 1940.

15) A different date, 11 Dec., is given at the end of the letter, but according to the preserved envelope, the letter
was sent on 11 Nov. 1935, as is also stated in the heading of the letter.
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Dopis Bohuslava Martinti Josefu Munclingerovi / Letter from Bohuslav Martinii to Josef Munclinger
Pariz, 11.11.1935 / Paris, 11 Nov. 1935

Narodni muzeum - Historické muzeum — Divadelni oddéleni / National Museum — Historical Museum —
Theatre Department, H6A-29747
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H6A-29748, letter from the management of the National

Theatre in Prague to Bohuslav Martind
Prague, 10 Dec. 1935
Dear Sir;
In regard to your letter dated the 4" of this month, [ wish to inform you that I have discussed
its contents both with the director Mr. Munclinger and with the choreographer Jencik, as
well as with Prof. Talich.®

In opposition to your suggestion of casting Mrs. Eva Vichlickd Jr. in the role of Mariken,
both the director and the choreographer insist that the role can be created successfully only
by Mrs. Paleckovd” (she played Dorota superbly in Spalicek), to whom the role has been
assigned from the beginning, and who has already learned it. It would be a disgrace — and
entirely undeserved in the judgement of both of the aforementioned gentlemen — if that role
were now to be taken from her and entrusted to a different lady.

While fully respecting the importance of your request as the author, we have
come to agreement with Prof. Talich that to Mrs. Eva Vrchlickd Jr. we are entrusting
the role as an understudy, meaning that in accordance with the principles of theatrical
etiquette, Mrs. Paleckovd is entitled to dance the role at the premiere. The director and the
choreographer have agreed to this solution.

1 hope, respected sir; that you will acknowledge that for reasons of fairness, this could
not be decided otherwise, and I remain perfectly respectfully devoted to you.

Theatre Manager
[signed by Stanislav Lom/]"
To the attention of the director, Mr. J. Munclinger.
To Mr. Boh. Martinti,
Paris

H6A-29749 Bohuslav Martinii’s comments on
the stage direction of Hry o Marii
L The Virgins.

no. 4 through 12 whole chorus on the ramp. The big chorus is static (same at end from
no. 34.)

16) Viclav Talich (1883-1961), one of the greatest Czech conductors, was artistic director of opera at the
National Theatre from 1935 to 1945. He conducted the premieres of several of Martini’s compositions,
including the ballet Mijejici pilnoc, H 131 (Vanishing Midnight, 1921), the orchestral work Half-time, H 142
(1924), and the opera Julietta, H 253 (1938).

17) Zderika Paleckova-Maschova (1906 - ?), a dancer, was active at the National Theatre in Prague from 1923
t0 1942. She danced in the ballet Spalicek, H 214 1(1933) and in Hry o Marii, H 236 (1936).

18) Stanislav Mojzis-Lom (1883-1967), a writer and journalist, was the manager of the National Theatre in
Prague from 1932 to 1939.
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The big chorus can remain through the whole play if you place them where they will not be
disturbing; I would prefer a medium-sized chorus of ca. 30 ladies and 30 gentlemen.

The big chorus does not enter onto the ramp after the play until beginning with the 8" bar
after no. 33, then it just retreats behind the curtain as a whole and at the end, or even better,
it can just stay on stage so it does not have to move because of the dropping of the curtain.
The chorus is mostly static.

1V. Sestra Paskalina.

This remains in accordance with your solution, but please not too many of those shadows,
and definitely no big movement in the first scene, except for the way Paskalina is acting.
Curtain after the scene (2" curtain)

no. 25 chorus static on the ramp.

The next scene is in accordance with your plan, except the solo quartet “Zabila panicka
pana’ [The lady has killed the man], which is on the ramp somewhere along the side, but
not on the bridge and is static. The action is in accordance with the comments in the score,
and in accordance with your version, please do not overfill the stage. At nos. 40 through 43
more like just solo acts, with groups only later with the large chorus.

The chorus for the requiem is static of course. The movement is in the ballet.

After no. 70, again the 2" curtain and a scene change.

This is in accordance with your solution, but not with lots of nuns on the stage.

1. Mariken.

Prologue, the narrator speaks to the public.

Meanwhile, the ladies’ chorus (24 at the most enter quietly, along both sides of the stage (or
just on the left — in the corner and on the bridge.)

The chorus is static with no active reactions in the chorus until after no. 9.

(After the scene, before the dance, while the narrator introduces the dancers, the chorus
(men’s) can be added, but it is also possible just to have them sing backstage (except for the
24 women on stage, of course. Otherwise, there is no regrouping).

The Devil group does not enter until the dance.

Scene in the cabaret no. 34.

The men’s chorus of drunkards is active. The ladies remain at their places. The male chorus
(20 singers) forms the group around the table.

The first song is static until no. 37. The group does not calm down until the entry of Mariken;
nonetheless, the action in the following verse “Neboj se nds holcicko” [do not be afraid of us,
girl] must be discreet.

The exclamations of the girl after no. 37 (and after no. 39) relate to the drunkards, not to
Mariken. The text of the drunkard refers to Mariken.

The entrance with the murder takes place between 2 drunkards (soli) and the girl (ca.
no. 45[), but it is just a detail that takes place quickly, and it is not important. The
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only important clue is Mariken's movement. The chorus of drunkards now reacts to
the performance of the play about Mariken, but the initial grouping is preserved as a whole.
The devil does not jump on the table with Mariken until no. 46.

After the scene, the whole stage empties.

Here, I would ask that you have a fadeout on stage. Meanwhile, the chorus exits, and
there may also be a logical, brief pause until the narrator enters with the recitation. (Here,
actually, a long time passes between what preceded and what follows.)

When the lights come on, Mariken and the Devil are alone on stage.

Now your solution shall remain until the end, but with the difference that only the
women’s chorus (without the men'’s chorus) is employed here, and it is placed as a chorus
that is more or less active, i.e. observing the play not in diagonals along the sides of the stage,
but instead all over the stage facing towards Mary. The action is moderate at no. 53, more
at 54 — climaxing at nos. 56 and 57. Then it calms down.

If you want a large chorus, it can enter quickly at the words “Nastalo v lidu” [there
occurred among the people] etc.; here, it is already becoming dark.

Iwould like Christ to stay at the top until the end, i.e. that the Mariken dancer would
crawl on her knees up to him.

Your solution remains otherwise, but I would ask that you to change the acting of
the chorus before they bring in Mariken. Here, through its motion, the chorus must follow
Mariken’s fall (like offstage, and make an aisle through which they bring her in. The acting
must be natural, not stylised.)

1L The Nativity.
The ladies’ chorus is static and it just sings, 10 ladies on each side if possible, entering at no.
5 and quietly taking their places. It would be best if they could sit. They remain until no. 24,
but even then, they do not yet join with the action until before no. 29. During the Gloria, the
entrance on stage is with the male chorus, which is of approximate number. (Or during the
children’s chorus.)

Marie enters alone at no. 8, then according to the text.

enters the stable before no. 13 and draws the curtain behind her. Mary with the infant
Jesus.
at no. 15 the Blacksmith’s daughter removes the curtain.”
in the orchestral playing after no. 20. The Blacksmith kneels and rests his head in his
hand.
after no. 20 Mary playing with the infant Jesus while the blacksmith’s daughter sings.
no. 24 The children’s chorus and the large chorus are static on both sides of the manger.
at 32 the star descends.

19) After this, the numeral “2” is added in red crayon, probably in Martin0’s hand.
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H6A-29750, Bohuslav Martini’s definitive cuts
in the piano vocal score of Hry o Marii
Definitive Cuts®

Sestra Paskalina. B. Martinii

Correct the cuts based on the following instructions (in my piano vocal score).
Number 3 At the Poco Allegro after no. 3 leave out bars: 2" — 6" — 7%
"4 leave out 3 bars

"5 At Meno mosso cut three bars and the figure J 5 ob in the fourth
"6 At bar 10 there is a vi — de* (across 8 bars)
"7 This is Allegro (not Al. moderato)

"10 “Vide” is good. It stays.
"14 This is Poco Allegro (not Moderato)
"15 The “vi — de” is good. 1t stays.
"16 nr " It stays.
Before no. 22 make a change. The last chord is:

X m

- D
F]' Wr

| N

—f=- ber

e #p
and the vi — de skips immediately to no. 23
25 The interlude is to be sung in a lively manner!
no. 32 = Vivo.
no. 33 Vi — de 21 bars 34 = no repeat.
no. 35 cancel poco Andante; it remains Moderato. (don’t drag)
no. 40 cut bars 3 — 4 - 5.
no. 40 The sixth bar is a big accelerando, and the last [fermata] is not long.
no. 42 cancel the Ima volta and go straight on without repeating!
no. 46 Open the cut® vi — de. In the 9" bar of the Allegro con brio, skip to 48
no. 55 Open the cut vi — de. All of this is sung.
after no. 57 Vide is good — It remains.

”

no. 58 Open the cut vide. All of this is played without a repeat — go straight on!

20) The comment “Cuts” is written again in the left corner in red pencil.
21) See the text Credo videre bona Domini in terra viventium at the end of the second scene of Sestra Paskalina.

22) The word “Oteviit” (“open”) in the comments for bars nos. 46, 55, 58, 59, 60, and 90 is underlined in red
crayon, probably in Martin(’s hand.
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,,Definitivni skrty* Bohuslava Martinu k Sestre Paskaliné / “Definitive cuts” by Bohuslav Martini

for Sister Pascalina

Patrné pfiloha dopisu Narodnimu divadlu z 9. 7. 1935 / Apparently an enclosure from a letter

to the National Theatre dated 9 July 1935

Narodni muzeum - Historické muzeum — Divadelni oddéleni / National Museum — Historical Museum —
Theatre Department, H6A-29750
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After no. 59 cut only two bars (3 and 4" after C) and open the other vi-de. Vi — de begins
after

no. 60

no. 60 Open the vi — de, which is not valid until the seventh bar, then the cut will remain.

After no. 67 Andante the vi — de goes to the Andante moderato after no. 69

no. 71 Vide remains. (Open the cut only if there is not enough time for the scene change)

no. 73 " !

no. 78 " !

no.79 " "

no. 81 The Kyrie eleison chorus is in D major, and the Allegro is fast — don’t drag.

no. 82 The vide remains but is shorter; the orchestra begins backstage 5 bars before 84. The
first bar is D major — correct it #

no. 85 cut three bars (1%, 2% 3') and the sixth bar. Correct the text d — e and the soprano in
the fourth bar a g (tenor?) and in the seventh.

no. 86 cut the bars: I — 2" — 3 — 8 9 [0 [ 1", [y the 12" bar correct the parts c sharp.
no. 87 Vide is good — it remains.

after no. 88 correct the nuns, only f sharp

g
o) .
D’ 4 I | | | T I
g\ | I | | | |
!g # f | [V =l

N
T T
Do na no bis Pa - cem!

no. 90 Open the whole vide. Everything is played up to the end!
Only change the marking in the orchestra; everything is pp, poco mf at the most, so the
chorus is not buried.

The orchestra does not enter until just before no. 91. One bar before 90 the chorus part

should read % J J % (not duple).

no. 91 This it not Grave, but instead Moderato. (no big ritardando until near the end.)
Comments on stage direction

no. 3 the dance of the shadows as suggested in the piano vocal score is not unavoidable; the
dancing on stage can be in gray twilight. Discuss this with the set designer (Mr. Muzika) and
arrange it based on the designs for the scene.

no. 9 until no. 9 [!] everything is in twilight, with spotlights.

no. 37 Handle the staging differently than in Brno. Discuss this with Mr. Muzika.

no. 40 All of this can make a fantastical impression (costumes, masks etc.), but rather like
a chromolithograph, i.e. in the light and not in the dark. The action must be clear, and
arrange it into whole blocks based on the music, freely.

no. 41 The quartet of soloists does not do any acting. They just sing on the ramp.
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no. 50 Paskalina must be closer to the ramp, and not too far upstage.

no. 56 Requiem. — the chorus and the scene motionless until no. 58

no. 58 Dance of Fire. It must be distributed carefully all over the stage, so the same gestures
and figures are not repeated. Maybe begin with one dancer and then add more. The dance
is free; it need not ‘depict” fire, and it must be (if possible) all over the whole stage. Only
towards the end do the flames come together at the place of execution and form a circle
around Paskalina. Also the reactions and movement of the chorus towards the end. If the
stage director so desires, in this scene, it is not until this scene that the stage may be darkened
so the red colour of the fire arrives at the end.

After no. 67, all of the action is delayed (vi — de) until the Andante moderato after 69. If
there is not enough time for the following scene change, the vi — de can be opened at no. 71.
No. 79 is just the arrival of the nuns and the Mother of God. The Mother of God must
be emphasised, i.e. not merely incorporated into the chorus of nuns; she must form the
centre as a figure standing out markedly. Not until the rising D major chord before no.
81 does she approach Paskalina. The prescribed action is all delayed, so it does not take
place until during the Mass (chorus on stage); arrange it so the action keeps going until
the end without there being stagnation on stage. Arrange this absolutely freely, and don’t
overlook the comments in the piano vocal score. The main thing is to keep the action going
constantly (perhaps slowing down) until the end. I think it is quite possible with the cuts in
this version.

The comments and text in my piano vocal score in red and blue pencil are not mine, but
those of the stage director in Brno, so keep to my text in the new version written in ink.

Conclusion

In an interview with Karel Sebanek for the weekly journal Pestry tyden® before the Brno
premiere of Hry o Marii, Martini expressed his attitude about preparing productions of
his works: “My ideal would be to lay out the entire plan for a stage work simultaneously with
all of my co-workers and to know all about the sets, stage direction etc. before starting my
own work on composing the music. For example, 1 was greatly helped by my debates with
the stage director Honzl while he was staying in Paris. I would like to be able to turn over
to the theatre together with the score a complete plan for stage direction, sets, costumes etc.,
in short, everything. This would guarantee an interpretation of the work in the meaning and
spirit in which I wrote it with the collaboration of all the others, and in this way the author can
avoid having people, however qualified, collaborating randomly on his work, who often know
only about aspects of the work that relate precisely to their fields. It sometimes happens that
with the best of intentions, everyone tries to ‘help’ the work rather than interpreting it as it is
written, and in this way they can completely distort the work” The set of correspondence and
comments addressed to Josef Munclinger is a valuable contribution, which demonstrates

23) Pestry tyden (Colourful Week), vol. X, 1935, no. 9, 2 March 1935, p. 9.
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the composer’s interest in insuring that the interpretations of his stage works were as fitting
as possible.

Address: Lucie Jirglova, International Martind Circle,
Boranovickd 14/1779, 182 00 Praha 8 — Kobylisy, Czech Republic
E-mail: lucie jirglova@martinu.cz
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Hry o Marii / The Plays of Mary, H 236
Autografni klavirni vytah, fragment / Autograph of the piano vocal score, fragment
Nadace Bohuslava Martinti / Bohuslav Martin Foundation, 236/APR/4
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Korespondence
Bohuslava Martinu
s Josefem Munclingerem
a jeho poznamky k rezii
operniho cyklu Hry o Marii

ve sbirkach Narodniho muzea

Lucie Jirglovd

sahaji do jeho détstvi v Policce, kdy mél jako syn amatérského herce jedine¢nou prilezitost
poznavat vzrusujici zakulisi poli¢ského ochotnického divadla. Zde mohl na vlastni o¢i sle-
dovat, jak vznika divadelni predstaveni, a zde se tak rodil jeho mimoradny smysl pro potieby
jeviste, ktery pozdéji zurocil ve své rozmanité operni a baletni tvorbe.

Ve sbirkdch Divadelniho oddéleni Nérodniho muzea v Praze je ulozen soubor prame-
ng, ktery nechava nahlédnout do zptsobu, jakym se Bohuslav Martint u¢astnil pripravy in-
scenaci svych jevistnich dél. Jedna se o soubor korespondence a poznamek, které adresoval
reziséru Josefu Munclingerovi pti prilezitosti prvniho prazského uvedeni operniho cyklu
Hry o Marii, H236 (1934) v roce 1936.

Zatimco dvacdta léta divadelni tvorby Bohuslava Martint jsou ve znameni jazzu a pafiz-
ské avantgardy, na pocatku tricatych let nasel bohaty zdroj inspirace ve folkléru. Ve své auto-
biografii, psané ve treti osobg, o sobé rika: ,Pldn Martinii je vyplnit mezery, jez v ceské opere
nastaly zvldstnimi okolnostmi... Ceskd opera se omezila na vyjevy ze zivota na vesnici nebo
viceméné na pohddkové syzety. Martinii chce jaksi doplnit, aby ceské divadlo prodélalo priibéh
historie divadla vitbec, a uzivd tedy lidovych textit, zvyki, tancii i legend, jarmarecnich historii
a détskych her v populdrnim baletu Spalicek* Zpivany balet Spalicek, H 214 1(1932) byl tehdy

Tento text vznikl za podpory Grantové agentury Ceské republiky v ramci projektu GA13 — 19162S — Souborné
vyddni dila Bohuslava Martinu, 2. faze.

1) Autobiografie (1941), publikovéno in: Bohuslav Martini. Domov, hudba a svét. Deniky, zdpisky, uvahy a ¢ldnky,
ed. M. Safrdnek, 1. vyd., Statni hudebni vydavatelstvi, Praha 1966, s. 317-324.
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Bohuslav Martinti v kruhu ti¢astnikid hovoru o premiére Her o Marii v brnénském rozhlase / Bohuslav
Martin(i with participants in a conversation about the premiere of Hry o Marii on Brno Radio

Zleva: rezisér Rudolf Walter, Karla Ticha, Bozena Zldbkova, u klaviru dirigent Antonin Balatka, Bohuslav
a Charlotte Martin(, Véra Strelcova / .

From the left: stage director Rudolf Walter, Karla Tichd, Bozena Zlabkov4, at the piano the conductor
Antonin Balatka, Bohuslav and Charlotte Martind, Véra Strelcova

Fotografie, Vladimir Lehky, Brno kolem 23. 2. 1935 / Photograph by Vladimir Lehky, Brno, ca. 23 Feb. 1935
Méstské muzeum a galerie Policka / Policka Municipal Museum and Gallery, PBM Fbm 90

predzveésti nového pojeti hudebniho divadla v tvorbé Bohuslava Martind, které se naplno
projevilo v nasledujicich Hrdch o Marii. V ¢tyfdilném opernim cyklu Martint usiloval o vy-
tvoreni hudebniho dramatu oprosténého od romantickych konvenci. Opera ma podle néj
byt divadlem, tedy ,dilem, jez je hrdno, ale nechce vzbudit dojem skutecnosti... nechce rovnéz
splynuti vsech uméni, nybrz nechd kazdé slozce vyvin samostatny"? Proto rad volil ,syZety, jez
uz samy kdysi divadlem byly” — divadlo stiedovéku, mirakly, mystéria ¢i legendy. Prologem
je liturgicka hra z 12. stoleti Panny moudré a panny posetilé na text z Matousova evangelia. Po
ném nasleduje vlamsky stiedovéky mirakl Mariken z Nimégue ve skladatelové upraveé. Treti
¢ast s ndzvem Narozeni Pdné je psdna na texty moravské lidové poezie a cyklus uzavird le-
genda o Sestie Paskaliné (Henri Ghéon). Martini mél pomérné jasnou predstavu o tom, jak
by jednotlivé ¢asti mély byt jevistné zpracovany. Popisuje ji v fadé svych textt, které vznikly

2) Tamtéz.
3) Autografni stat o Hrdch o Marii (1934), publikovano in SAFRANEK, Milo: Divadlo Bohuslava Marting, 1. vyd.,
Editio Supraphon, Praha 1979, s. 204.
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v dobé brnénské a prazské premiéry.* Patii k nim i korespondence k Josefem Munclingerem,
rezisérem prazské inscenace.

Josef Frantisek Munclinger® (1888-1954) patiil k nejvyznamnéj$im osobnostem ceské
operni rezie mezivale¢né éry. V dobé, kdy pracoval na opernim cyklu Hry o Marii, uz mél za
sebou Fadu uspésnych angazma jako zpévdk i rezisér: ve Varsavé, Krakové, Berling, Céchach,
Parizi, Budapesti ¢i ve Vidni. Narodni divadlo v Praze se stalo od 1. zafi 1925 do 31. prosin-
ce 1951 jeho hlavnim pusobistém, kde ztvarnil fadu basbarytonovych roli a vytvoril témér
sedmdesdt rezijnich inscenaci. Kromé toho se vénoval také prekladatelské ¢innosti, redigo-
val ¢asopis Divadlo, byl ¢lenem vykonného vyboru Mezinarodni herecké unie a spoluzakla-
datelem katedry operni rezie na brnénské JAMU.

Seznam pramenti ve sbirkach Divadelniho oddéleni Narodniho muzea

Inv. ¢islo Pramen Datum Popis
H6A-29746 | dopis Bohuslava Martindi 3.10.1935 2f., autograf perem
H6A-29747° | dopis Bohuslava Martint 11.11.1935 1f., autograf perem
H6A-29748 | dopis Reditelstvi ND v Praze | 10.12.1935 1f., strojopis

bez datace, patrné
H6A-29749 | pozndmky k rezii pred prazskou 5f., autograf perem

premiérou 7. 2.1936

bez datace, patrné priloha
H6A-29750 | definitivni Skrty dopisu Martin(i Narodnimu
divadlu z9.7.1935

Prepis pramenti

V nasledujici ¢ésti je publikovan prepis vsech téchto prament ulozenych ve sbirkich
Divadelniho oddéleni Narodniho muzea. Jedna se o dva dopisy Bohuslava Martint adre-
sované Josefu Munclingerovi, jeden dopis Reditelstvi Narodniho divadla v Praze Bohuslavu
Martint a dvoje skladatelovy poznamky k rezii. Pozndmky nadepsané jako ,definitivni skr-
ty“ (H6A-29750) se vztahuji pouze ke ¢tvrté ¢asti Sestra Paskalina. Pravdépodobné jsou
prilohou dopisu z 9. 7. 1935, ktery skladatel zaslal Narodnimu divadlu v Praze spole¢né
s klavirnim vytahem® v dobé, kdy jesté nebyl ustanoven reZisér inscenace. Druhy pramen

4)Brnénskainscenace méla premiéru 23. inora1935. Rezisérem byl Rudolf Walter, dirigentem Antonin Balatka
a scénu navrhl Frantisek Muzika. Prazska premiéra se konala o rok pozdéji, 7. (inora 1936.

5) V literature se setkdvdme se dvéma pravopisnymi podobami jeho jména. V této studii bude pouzivan tvar
»Munclinger® (oproti ¢astéjsimu ,,Munclingr), protoze jej v této podobé pouziva i Bohuslav Martinii v cito-
vanych pramenech.

6) Pouze k dopisu H6A-29747 se dochovala také obalka, datum odeslani na postovnim razitku je 11. 11. 1935.
7) Ulozen v Narodnim divadle v Praze, Martin(i v ném pise: ,,zasildm [...] soucasné definitivné upraveny kla-
virni vytah Sestry Paskaliny. Revise spocivala jen v kontrolovani a tpravé skrtd, dilo zistdva beze zmén, neni
tedy tfeba zadnych dalsich opist. Bude tfeba jen prehlédnouti material a dalsi klavirni vytahy a opraviti je dle
pokyn0 které zasildm soucasné v klav. vytahu.“

8) Tyto skrty jsou provedeny jak v autografnim klavirnim vytahu Sestry Paskaliny (ulozen v Nadaci Bohuslava
Martinl v Praze pod signaturou XYZ 107/APR), tak i v autografni kompletni partiture (ulozena v Narodnim
divadle v Praze).
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s rezijnimi poznamkami (HA-29749) se jiz vztahuje ke konkrétnimu rezijnimu ndvrhu Josefa
Munclingera pro prazskou premiéru a vznikl tak ziejmé kratce pred jejim datem 7. 2. 1936.
Bohuzel se ve sbirkiach Narodniho muzea ani v jinych institucich nedochoval zadny dopis
Josefa Munclingera adresovany skladateli. Neni tedy jasné, zda skladatel timto zptisobem
reagoval na Munclingerovy navrhy na zakladé své ucasti na zkouskach, osobniho setkdni
s rezisérem nebo zda prece jen obdrzel jeho pozndamky v pisemné podobé v ndim dosud ne-
znamé dalsi korespondenci. Transkripce prament v maximélni mozné mitre zachovéva ob-
sah i formu dokumentt v¢etné grafického rozvrzeni textu. Na nékterych mistech je vsak pro
veétsi srozumitelnost doplnéna interpunkce, ktera usnadnuje Cteni a porozumeéni textu.

H6A-29746, dopis Bohuslava Martini
Josefu Munclingerovi
Paris 3./10. 1935

Viazeny pane,

potvrzuji soucasné telegramem N. D. Vasi volbu jako rezisera pro ,Hry o Marii* Reditelstvi
mi viele doporucuje Vasi spoluprdci. Ja sam jsem navrhoval, jak Vim moznd reditelstvi
sdélilo, p. Theina protoze jej zndm z toho co jsem vidél na scéné N. D.° Prosim Vs tedy abys-
te si mutj ndvrh nevyklddal jako néjaké zaujeti proti Viam, k cemuz nemdm Zddnych pricin
a jsem ostatné o Vasich kvalitdch presvédcen a prijimdm doporucent feditelstvi s ochotou.
To jsem chtél poznamenat aby nebylo mezi ndmi nedorozumeéni, uplné zbytecné a jez by
mohlo vaditi i Vam i mé. Dovolte mi tedy abych k véci regie jesté napsal nékteré pozndmky,
na jejichz realisaci mi velmi zdlezi. Jak jste poznal z mych pozndmek v partiture (zvidstni
clanek o mych principech je v, Tempu” myslim z tinora ¢. 2),*° nejednd se mi o Zddnou nd-
bozenskou mystiku a také ne o ilusi pravdivych uddlosti, nybrz jen o divadlo to jest divadlo
hrané na divadle. Z toho ditvodu, a kladu na to velky diiraz, potiebuji scény hrané v plném
svétle (pokud mozno, termin je samozrejmé relativni, jen abych Vdam naznacil ponékud
moje prdani). Tedy co mozno vyhybati se tmé na jevisti a stdlemu zhasindni a rozsvécovd-
ni. Nendvidim temnd jevisté a mdm ostatné zkuSenosti spise Spatné v tom ohledu. Jinak
ovsem uzijte vsechny moznosti které miiZete zuzitkovati, co se tyce svételnych efektii. Ddle
Vis prosim abyste se 1'idil dle pozndmek které jsem vepsal ja sdam, tedy ne dle téch jez jsou
ex post tuzkou vepsdny z rezie v Bruné, Zddal jsem téz o to jiz reditelstvi. Co se tyce scény
popravy v Paskaliné prosim nenechte se myliti tim ze jsem napsal ze ta musi byti jako vidi-
na, halucinace. To vse je spravné ale osvétleno, efekt halucinace je v kostymech a bizarnich
artificielnich skupindch a pohybech masek, tedy ne hrdti scénu po tmé. Setmiti az docela
na konec. Mimo to prosim pro arii Paskaliny na popravisti. Nechte ji vésti spoutanou ale
nechte arii zpivati takrka na rampé, a teprve potom ji vedte na popravisté, ziskdte tim na

9) Hanus Thein (1904-1974), operni pévec a rezisér, v Narodnim divadle psobil od roku 1929 jako sélista a od
roku 1932 jako rezisér. Martin( ho pdvodné navrhoval pro rezii Her o Marii v dopise adresovaném Narodnimu
divadlu v Praze z 24. 9.1935 (ulozen v Ndrodnim divadle v Praze).

10) Tempo. Listy Hudebni matice, ro¢. XIV, 1934-1935, ¢. 5-6, s. 141-151.
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akci a usnadnite mi kontakt Paskaliny s orchestrem, jehoz doprovod je velmi slaby a kazdé
vzddleni Paskaliny od orchestru komplikuje provedent.

Pak Vis prosim abyste udélal vse mozné, aby vyprava byla svérena p. Muzikovi,"
reditelstvi je ode mé jiz informovdno a souhlasi s ndvrhem. P Muzika znd véc dokonale
a jeho vyprava je krdsnd, jeho iicast je tedy ditlezitd. Zdlezi mi mnoho na dokonalém pro-
vedeni této moji prdce v Praze a myslim tak ze by divadlo, pres tézké podminky, nemélo
prilis Setrit. Véc sama ostatné prinese uZitek jak je videéti z vispéchit jez méla v Brné. A jesté
jedno prani. Roli Mariken — tanecnice jsem od pocdtku prdce psal s tim timyslem Ze ji bude
tanditi Eva Vrchlickd ml.,*” je to jeji genre a doufd, ze proti mé volbé nebudete niceho nami-
tati a svéFite ji tuto roli, myslim ostatné ze bud'vy sdm nebo Jencik® jste provedli tuto volbu
sami. Neni tieba nijaké zddnlivé podobnosti (fysické) s roli zpévacky, spise naopak budu
radéji kdyz nebudou totozné. To je ostatné jediny zdsah z moji strany do Vaseho pldnu roz-
déleni tiloh a myslim ostatné Ze je viplné ve shodé s Vasimi intencemi a ze byste jej byl udélal
i bez moji Zddosti. Dékuji Vam a omlouvdm se za tento dlouhy dopis. V kazdém pripadé
jsem Vdm k dispozici pro jakékoliv informace a tésim se na Vasi spoluprdci.

Srdecné Vis zdravim

B. Martinu

3, Passage Richard — Malakoff — Seine - Francie
Zasildm novou adresu od 12./10. prosim abyste ji laskavé predal také reditelstvi.
31, Avenue du Parc Montsouris. Paris 14h="*

H6A-29747, dopis Bohuslava Martinti

Josefu Munclingerovi
Paris 11. 11. 1935
Vazeny pane,
doufdam ze jste obdrzel muyj dopis, ktery jsem zasilal soucasné s dopisem reditelstvi v odpo-
véd na disposice ohledné Vasi spoluprdce na rezii. Protoze nemdm od Vds zprdv vracim se
znovu k sujetu, ktery spadd do Vasi moci. Jednd se o obsazeni tanecni role v Mariken, kterou
bych si prdl aby byla obsazena Evou Vrchlickou ml. jiz pokldddm za jedinou predstavitelku
Ppo vyrazové strance a doufdm ze Vdm to nebude délati obtize pridéliti ji tuto roli. Prosim
Vs napiste mi zda-li jste miyj prvni dopis dostal, byly v ném riizné scénické pozndmky,
které bych rad abyste o nich byl predem informovdn. Tésim se na Vs dopis.

11) Frantisek Muzika (1900-1974), jeden ze zakladateld moderni ¢eské scénografie, v letech 1927-1947 vy-
tvoil pres sto origindlnich vyprav pro nékolik divadel. Martind znal jeho brnénské vypravy k baletu Spalicek,
H 214 1(1934) a k opefe Hry o Marii, H 236 (1935). Po prazské inscenaci Her o Marii (1936) vytvoril vypravu také
k operam Divadlo za branou, H 251 (Brno 1936) a Julietta, H 253 (Praha 1938).

12) Eva Vrchlicka ml. (1911-1996), tanecnice, mj. zakyné Jelizavety Nikolské, v letech 1930-1939 angazovdna
v Narodnim divadle, v sezoné 1933/34 ucinkovala v baletu fpalt'c”ek, H2141.

13) Joe Jencik (1893-1945), tanecnik a choreograf, od roku 1932 hostujicim choreografem a od roku 1937
¥adnym ¢lenem baletu Narodniho divadla. Spolupracoval na prazskych inscenacich Spalicek, H 214 T (1933),
Hry o Marii, H 236 (1936) a Julietta, H 253 (1938).

14) Myslen parizsky 14. okrsek. Na nové adrese Martinti pobyval od fijna 1935 do dubna 1940.
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Zdravim Vis srdecné

Vas B. Martinii

31, Avenue du Parc Montsouris. Paris 14h=
11./XI1L%

H6A-29748, dopis Reditelstvi Ndrodniho
divadla v Praze Bohuslavu Martinti
V Praze dne 10. 12. 1935
Vazeny pane,
k Vasemu dopisu ze dne 4. t.m. dovoluji si ozndmiti, Ze jsem jeho obsah projednal jak s rez.
Munclingrem a choreografem Jencikem, tak i prof. Talichem®.

Proti Vasemu ndvrhu na obsazeni role Mariken pi Evou Vrchlickou ml. stoji rezisér
i choreograf na tom, Ze tuto roli miize vytvoriti se zdarem jen pani Paleckovd” /hrdla ve
Spalicku znamenité Dorotu/, které tato role byla od piivodu pridélena, a kterd ji uz md na-
studovdnu. Bylo by potupou — a to podle posudku obou fecenych pdnti zcela nezaslouzenou
— kdyby ji tato role byla nyni odnata a svérena jiné ddameé.

Respektujice plné zdvaznost Vaseho prdni jakozto autora, dohodli jsme se s prof.
Talichem na tom, ze pani Evé Vichlické ml. svérime alternovani, pri cemz ovsem podle
zdsad divadelni mordlky md pani Paleckovad ndrok na to, aby tuto roli tancila na premiére.
Rezisér i choreograf na toto resent pristoupili.

Doufdm, ze i Vy, vdZeny pane, uzndte, Ze z ditvodii spravedinosti nebylo mozno roz-
hodnout jinak, a jsem s dokonalou victou Vim oddany

reditel
[podepsdn Stanislav Lom['"
Panu reziséru J. Munclingrovi na védomi.
Panu Boh. Martini,
Pariz

H6A-29749 poznamky Bohuslava Martini k rezii Her o Marii
1. Panny.

¢. 4 az 12 cely sbor na rampé. Velky sbor staticky (totéz na konec od ¢. 34.)

15) Na konci dopisu je pfipsano odlisné datum 11. 12. Ovéem podle dochované obdlky byl dopis odeslan
11.11. 1935, stejné jako je uvedeno v zahlavi dopisu.

16) Véclav Talich (1883-1961), jeden z nejvétsich ceskych dirigentd, v letech 1935-1945 umélecky $éf opery
Ndrodniho divadla. Uvedl v premiéfe nékolik Martind skladeb, napf. balet Mijejici piilnoc, H 131 (1921), Half-
time, H 142 (1924) nebo operu Julietta, H 253 (1938).

17) Zdenka Paleckova-Maschova (1906 - ?), tanecnice, v letech 1923-1942 pisobila v Narodnim divadle
v Praze, tantila v baletu Spalicek, H 214 1 (1933) a v Hrdch o Marii, H 236 (1936).

18) Stanislav Mojzis-Lom (1883-1967), spisovatel, publicista, v letech 1932-1939 feditelem Narodniho di-
vadlav Praze.
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Poznamky Bohuslava Martinti k rezii Her o Marii / Bohuslav Martinii’s comments on stage
direction of The Plays of Mary

Bez datace, patrné pred prazskou premiérou 7. 2. 1936 / Undated, apparently before the Prague
premiere on 7 Feb. 1936

Narodni muzeum — Historické muzeum — Divadelni oddéleni / National Museum — Historical
Museum — Theatre Department, H6A-29749
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Velky sbor miize ziistat pres celou hru umistite-li jej aby nevadil, sdam bych mél radéji sbor
stredni asi 30 dam 30 pdnii.

Velky sbor nastoupi na rampu po hie az pocinaje 8mym taktem po ¢. 33, v celku a na konci
jen ustoupi za oponu, a nebo jesté [épe miize ziistati hned na scéné, aby se nemusel pohybo-
vati k viili spusténi opony. Shor je vesmés staticky.

1V, Sestra Paskalina.

zustavd dle Vaseho resent, prosim ne mnoho téch stinii a vitbec ne velky pohyb v prvni scéné,
vyjma hry Paskaliny. Po scéné opona. (Il hé zdvés)

¢. 25 sbor staticky na rampé.

Dalsi scena je dle Vaseho resent jenom solovy kvartet ,Zabila panicka pdna“ je na rampé
nékde po strané, ale ne na miistku, je staticky. Akce dle pozndmek v partiture a dle Vasi
tpravy, prosim, nepreplnit scénu. U ¢. 40 az 43 spise jen jako solové akce, skupiny pak
teprve velky sbor.

Sbor requiem je ovsem staticky, pohyb je v baletu.

Po ¢. 70 znova Il hd opona a proména.

Zdver dle Vaseho reseni ale ne mnoho jeptisek na scénu.

1I. Mariken.

Prolog, principdl mluvi do obecenstva.

Mezitim sbor dam (nejvice 24 nastoupi klidné. po obou strandch scény. (nebo pripadné jen
vievo. (v rohu a na miistku.)

Sbor je staticky, reakce akéni ve shoru az po c. 9.

(Po vystupu, pred tancem, mezitim co principdl uvddi tanecniky, mozno doplniti sbor
(muzsky), ale téz mozno jej zpivati za scénou (vyjma ovsem 24. dam na scéné. Jinak neni
preskupent.)

Skupina Ddbla vejde az na tanec.

Scéna v kabaretu ¢. 34.

Muzsky sbor pijdkii je akéni. Ddmy ziistanou na svych mistech. Muzsky sbor (20 zpévdkii)
tvori skupinu okolo stolu.

Prvni pisen az do ¢. 37 je statickd. Teprve pak pri vstupu Mariken se skupina uvolni ale pres
to akce v ndsledujici sloce ,Neboj se nds holcicko” musi byti diskretni.

Vykfiky dévéete po ¢. 37 (a po ¢ 39) se vztahuji k pijdakiim, ne k Mariken. Text pijdka se
vztahuje na Mariken.

Vyistup s vrazdou se odehrdvd mezi 2 pijdaky (soli) a dévcetem (asi u ¢ 45.])] ale je jenom
detail ktery se rychle odehraje neni to dilezité. Diilezité a jediné voditko je pohyb Mariken.
Shor pijdkii reaguje nyni na hru ale v celku zachovdvd prvotni seskupent. Ddbel s Mariken
vyskoci na stiil az v ¢. 46.

Po vystupu celd scéna se vyprdzdni.
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Zde bych Vs prosil scénu setmit. Mezitim sbor odejde a miize byti i logickd mald pausa,
nez prijde principdl s recitaci. (Zde vlastné ubéhne dlouhd doba mezi tim co predchdzelo
a co ndsleduje.)
Pri rozsviceni je Mariken a Ddbel sam na scéné.
Ted ziistane Vase reseni az do konce, jen s tim rozdilem Ze je zde zaméstndn jen zensky sbor
(bez muzského.) a je umistén jako sbor vice méné akcni, t.j. pozorujici hru tedy ne v diago-
ndldch po strandch scény, nybrz po celé scéné smérem k Marii. Akce je mirnd u ¢. 53. vétsi
54. — vrcholi u ¢. 56 a 57. Pak se uklidni.

Velky sbor prejete-li si jej nutné miize nastoupiti rychle pri ,Nastalo v lidu atd." tady
uz se stmivd.

Byl bych rdad kdyby Kristus ziistal nahote az do konce tj. aby Mariken tanecnice
k nému po kolenou vylezla az nahoru.

Jinak ziistdvd Vase reseni, jenom bych Vis prosil upravit hru sboru pred tim nez
prinesou Mariken. Zde sbor musi pohybem sledovat pdd Mariken (jako za scénou a udélati
pro ulicku kudy ji prinesou. Hra miiZe byti prirozend, ne stylisovand.)

11 Narozeni Pdné.
Sbor damsky staticky, jen zpivd, mozno-li po kazdé strané 10 dam, nastupuje v ¢. 5 a klidné
se umisti na svoje mista. Nejlépe kdyby si mohly sednout. Ziistanou az do ¢. 24. ale ani zde
nevchdzi jesté do hry az pred cislem 29. Béhem Gloria nastupuje na scénu s muzskym sbo-
rem, ktery je poctem priblizny. (Nebo béhem détského sboru.)
Marie vejde sama u ¢. 8. pak dle textu.
pred ¢. 13 vejde do chléva a zatdhne za sebou zdclonu. Marie s jezuldtkem.
u ¢ 15 Kovdrova dcera odhrne zdclonu.”
v orchestr. hie po ¢. 20. Kovdr poklekne a skloni hlavu do dlani.
po ¢. 20 hra Marie s jezuldtkem béhem zpévu kovdrovy dcery.
¢. 24 Détsky sbor a velky sbor staticky po obou strandch jeslicek.
pri 32 sestupuje hvézda.

H6A-29750, definitivni skrty Bohuslava Martind
ke klavirnimu vytahu Her o Marii
Definitivni Skrty

Sestra Paskalina. B. Martini
Upravit skrty dle ndsledujiciho rozvrhu (v mém klav. vytahu.)

Cislo 3 V Poco Allegro po ¢. 3 vynechati takty: 2hy — 6ty — 7my
"4 vynechati 3 takty

19) Nasleduje vepsana ¢islice ,,2 ¢ervenou pastelkou, pravdépodobné rukou Martind.
20)V levém rohu vepsana Cervenou pastelkou jesté jednou pozndmka ,,Skrty
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"5 v Meno mosso vyskrtnouti tri takty a figuru J a ob ve Ctvrtém
"6 v 10. taktu je vi — de* (pres 8 taktit)
"7 je Allegro (ne Al. moderato)

"10 Vide plati zustane.
"14 je Poco Allegro (ne Moderato)
"15 vi — de plati zustane.
16" " ziistane.

pred 22 zménit. posledni akord je
)

b kig
| N
< N
: be

==
T T

a skoci se hned vi — de az k ¢. 23

25 Mezihra Zpivati velmi Zive!

¢. 32 = Vivo.

¢. 33 Vi —de 21 taktit 34 = bez repetice.

¢. 35 zrusit poco Andante, ziistane Moderato. (netdhnout)

¢. 40 vyskrtnout takty 3ti — 4ty — 5ty.

C. 40 Sesty takt je velké accelerando, posledni [koruna] ne dlouho.

¢. 42 zrusit I ma volta hned ddle bez repetice!

¢. 46 Oteviit?? vi — de. V 9tém taktu v Allegro con brio skocit az 48

¢. 55 Otevrit vi — de zpivd se celé

po ¢. 57 Vide plati — Ziistane.

" ¢ 58 Otevrit vide hraje se celé bez repetice hned ddle!

Po ¢. 59 vyskrtnout jen dva takty (3ti a 4ty po C) a ostatni vi-de otevFit. Vi — de zacind az po

¢ 60

¢. 60 Otevrit vi — de, plati az od sedmého taktu, pak ziistane.

Po ¢. 67 Andante je vi — de az do Andante moderato po ¢. 69

¢. 71 Vide ziistane. (Otevriti jen v pripadé ze by bylo mdlo casu k proméné)

73"
7

(o

" 4

O
o

<

”

.79
¢. 81 Kyrie eleison sbor je v D dur a Allegro, rychle a netdhnout.

21) Viz text Credo videre bona Domini in terra viventium v zavéru druhé scény Sestry Paskaliny.

22) Slova ,,Otevfit” v poznamkach k taktiim ¢. 46, 55, 58, 59, 60 a 90 jsou podtrzena cervenou pastelkou,
pravdépodobné rukou Martind.
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¢. 82 Vide ziistane ale je zkrdceno, zacind orchestr za scénou, S taktii pred 84. Prvni takt je
D dur opravit #

C. 85 vyskrtnout ti takty (Ini, 2hy, 3ti) a Sesty takt. Opravit text d — e a soprdn ve ctvrtém
taktu a g (tenor?) a v sedmém.

¢. 86 vyskrtnout takty: 1ni — 2hy — 3ti - 8my 9ty 10ty 11ty. ve 12tém taktu opravit hlasy
cis.

¢. 87 Vide plati - ziistane.

po ¢ 88 upravit sestry jen fis

ag

EES
R
N

3|
L

| 100N

Do na no bis Pa - cem!

¢. 90 Otevrit celé vide, hraje se celé az do konce!
Zmeénit jen znaménka v orchestru, vsechno je v pp, nejvyse poco mf. aby nekryl sbor.

Orchestr vystoupi az tésné pred ¢. 91. Jeden takt pred 90 je ve sboru % J J % (ne
duola.)

¢. 91 Neni Grave nybrz jen Moderato. (velké rittard. az ku konci.)

Pozndmky k regii

¢. 3 tanec stinii tak jak je navrzen v klav. vytahu neni nevyhnutelny, mozno tancit na scéné
v Sedém pritmi. Domluvit se s malitem (p. Muzikou) a zariditi se dle reseni scény.

¢. 9azdo ¢ 9 [!] vsechno v pritmi, s reflektory.

¢ 37 Resiti scénicky jinak nez v Brné. Domluvit se s p. Muzikou.

¢. 40 Musi piisobiti vsechno fantasticky, (kostymy, masky atd.) ale spise jako barvotisk tedy
ve svétle a ne po tmé. Akce musi byti jasnd a rozvrhnouti ji na celé bloky dle hudby, volné.
¢. 41 Kvartet solistii nehraje jen zpivd na rampeé.

¢. 50 Paskalina musi byti blize rampy, ne moc hluboko na scéné.

¢. 56 Requiem. — sbor a scéna nehybnd az do ¢. 58

¢. 58 Tanec ohné. Musi byti pozorné rozvrzen na celou scénu, aby se neopakovala tatdz ges-
ta a tytéz figury. Mozno zaciti s jednu tanecnici a pribirati dalsi. Tanec je volny nemusi ,lici-
ti“ oher a miize byti (mozno-li) po celé scéné. Teprve ku konci se plameny setkaji na popra-
Visti a utvori kruh okolo Paskaliny. Také reakce a pohyb sboru ku konci. V této scéné teprve
preje-li si to regisseur mozno stmivati scénu aby se do zavéru prinesla rudd barva ohné.

Po ¢. 67 cely déj se posune (vi — de) az do Andante moderato po 69. Nestaci-li cas ku nastd-
vajici promeéné mozno otevriti vi — de u ¢. 71.

¢. 79 je jenom prichod sester a Matky Bozi. Matka Bozi musi byti akcentovina, tedy ne
direktivné ve sboru sester, musi tvoriti stied a vyznacnou figuru, markantni. az teprve ve
stoupajicim D dur akordu pred ¢. 81 se blizi ku Paskaliné. Vypsany déj se cely posune a ode-
hrdva se az béhem mse (sbor za scénou.) a vyresiti tak aby déj vydrzel az do konce aniz by
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nastala na scéné stagnace. Zariditi se tedy tiplné volné a nedbati pozndmek v ki. vytahu.
Hlavni véci je dodrzeti déj v neustdlé akci (treba zvolnéni) az do konce. Myslim, ze se skrty
v této tipravé je to zcela mozno.

Pozndmky a text v mém klavirnim vytahu éervenou a modrou tuzkou nejsou ode mne, to je
regie z Brna, drzeti se tedy v nové vipravé textu mého inkoustem psaného.

Zaveér

V rozhovoru s Karlem Sebankem pro Pestry tyden® pied brnénskou premiérou Her o Marii
Martint vyjadril svij postoj k pripravé inscenaci svych dél: , Mym idedlem by bylo rozvrh-
nouti cely pldn dila soucasné se vsemi spolupracovniky, a zndti vse, jak dekor, tak rezii atd.
drive, nez se ddm sdm do komposice hudebni. Velkou pomoci mi byly kupi: moje debaty s rez[i-
sérem| Honzlem za jeho pobytu v Parizi. Chtél bych, abych mohl divadlu zadati soucasné
s partiturou i hotovy pldn rezie, dekoraci, kostymy atd. zkrdtka vse. Tim by byla zarucena
interpretace dila ve smyslu i duchu, v némz jsem je napsal za spoluprdce vsech ostatnich a tim
by se autor vyhnul i tomu, ze na jeho dile spolupracuji nahodné byt i lidé kvalifikovani, kteri
vsak casto u dila poznaji jenom to, co se vztahuje presné do jejich oborii. Stdvd se tedy, Ze vsich-
ni s nejlepsi vidli »pomdhaji« dilu, misto aby je interpretovali tak, jak je napsdno a tim mohou
dilo uplné zkresliti" Soubor korespondence a poznamek adresovanych Josefu Munclingerovi

vvvvv

pretaci svého jevistniho dila.

Adresa: Lucie Jirglovd, International Martint Circle,
Botanovickd 14/1779, 182 00 Praha 8 — Kobylisy, Ceskd republika
E-mail: lucie.jirglova@martinu.cz

23) Pestry tyden, ro¢. X, 1935, ¢. 9, 2.3.1935, 5. 9.
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