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K nedokoncenym
hudebnédramatickym
diliim Bohuslava Martinu

Nové poznatky z jeho soukromé
a Ofedni korespondence?

KATERINA MAYROVA

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

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

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

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

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

Znacna cast dulezitych material(l, vzta-

Bohuslav Martini

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

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

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

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

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

5) Viz MAYROVA, Katefina - KLOS, Richard: K problematice souborného kritického vydani dila Bohuslava
Martind, in: Kritické edice hudebnich pamatek. Sbornik pfispévkll z konference katedry muzikologie Filozo-
fické fakulty Univerzity Palackého v Olomouci v letech 1993 a 1994, Univerzita Palackého, Olomouc 1996,
s. 105-110.

52 W Musicalia 1-2 / 2009



K nedokonc¢enym hudebnédramatickym dilim Bohuslava Martinu

divadelniho sujetu znacné Usili, nez se rozhodl pro jiny, vhodnéjsi namét. Jindy uvazoval
o literarnich tématech pro zhudebnéni spiSe jen letmo; velice zahy je opustil, kdyzZ zjistil,
Ze se pro hudebnédramatické zpracovani nehodi. V kazdém pripadé vSak jsou tyto naméty
soucéasti umélcova tvorivého potencialu:® kromé jiného nam totiz odhaluji jeden ddlezity
rys jeho prace - otevienost, maximalni vnimavost k nejrliznéjSim inspiraénim podnéttim,
ktera byla podvédomé zakotvena v tviréi metodé MartinG a umoznovala mu pfi vytvareni
hudebnédramatického tvaru nelpét pouze na jednom vychodisku. S obdobnou otevienosti
postupoval napf. véi jednotlivym nakladatelskym dom(m, kdy o vydavani svych opernich
a baletnich opust jednal hned s nékolika stranami najednou.

® PETR PAN

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

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

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

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

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

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

Slovutny mistre!

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

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

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

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

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

zastavam

v nejhlubsi dceté
Bohou$§ Martint
Policka

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

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

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

dopise lici, je skladatelovym originalnim napadem.

® OKNA DO MLHY

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

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

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

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

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

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

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

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

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

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

Ctény pane !

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

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

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

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

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

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

jsem s projevem hluboké ticty

B. Martint

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

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

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

® SVATY VACLAV

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

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

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

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

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

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

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

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

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

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

Vaclav.t

Vazeny pane,

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

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

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

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

Vazeny pane,

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

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

Se srde¢nymi pozdravy a projevem tucty

B. Martint

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

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

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

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

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

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

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

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

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

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

® POMLUVA

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

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

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

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

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

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

Stanislav Mojzis-Lom

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

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

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

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

Stage Works
of Bohuslav Martint:

New Findings from
his Personal and Professional Correspondence*

KATERINA MAYROVA

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

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

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

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

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

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

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

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

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

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

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

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

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

® PETER PAN

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

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

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

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

Martin(i writes:

Esteemed master!

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

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

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

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

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

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

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

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

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

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

time.

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

cially pp. 19-20 and 22-25.

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

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

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

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

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

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

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

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

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

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

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

remain

in deepest respect
Bohous Martint
Policka

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

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

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

16) BARRIE, J.M., Petr Pan v Kensingtonském parku (Peter Pan in Kensington Park), trans. Jirka Mal&, Prague:
Prazska akciova tiskarna, 1925, in the series Détska Cetba. Sbirka kniZzek pro déti (Children’s Reading: A Col-
lection of Books for Children), ed. Milena Jesenska.
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Additional interesting documents that inform us about a literary subject MartinG
abandoned in the end are two letters of his from the 1920s to the Czech literary historian,
theatre critic and poet Otokar Fischer (1883-1938)* concerning the novel Okna do mihy
(Windows into the Mist) by the Czech prose writer and journalist Jan Havlasa (1883-
1964),'® whom Martint had asked directly for permission to use this story as the basis
for an opera libretto.’® The two letters to Fischer indicate he was still considering the
subjectin late July 1920, as shown e.g. by the part of the first letter where he describes in
some detail the content of the second and third acts of the intended opera. The mystical,
symbolic orientation of this work would place it still within Martin(i’s first compositional
period. However, the path to the then-fashionable Japanese subject was not simple.

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

in deep respect

B. Martinti

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

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

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

Literarni archiv Pamatniku narodniho pisemnictvi (LA PNP) /

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

® AN OLD STORY

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

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

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

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

is paralleled by a sentence in Czech saying:

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

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

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

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

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

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

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

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

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

Respected sir,

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

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

Respected Sir,

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

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

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

With cordial greetings and respect,

B. Martint

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

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

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

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

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

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

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

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

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

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

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

® THE SLANDERER

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

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

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

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

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

Narodni divadlo v Praze /

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

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

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

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

Peter Pan in Kensington Gardens

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

Praha / Prague 1925,

fada / in the series Détska Cetba.

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

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

Sigismund Bouska:

Bajna nestvira - ilustrace k romanu

Jana Havlasy Okna do mlhy /

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

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

Bohuslav Martini’s Letter to Stanislav Mojzis-Lom

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

Literarni archiv Pamatniku narodniho pisemnictvi (LA PNP) /

The Literary Archive of the Museum of Czech Literature,
¢. inv. / Inventory No. 57/68-1574

78 M Musicalia 1-2 / 2009



'q!gx‘{c Riaks  neden g:.\ e emodam ol 'I-‘p-.rl\n—ﬂa"‘-

-v--?..unn A .’Fb :.\;_; n-nlL--ﬁr

b oc Mu Bk bo pral | oomanisim s Hpe
&- -J. !h-m-hto T Ere e { 4
% LT tae ~ 9:.1.4.;:.- f .E-zﬁ 244 fenn H::-:m-%
- Phesy MEpA=OCon sty fonn 85 2 0yi) Bl itk
PR ' g D Jnmkad Landl | ol i
A% BBEL e tNOaraks A G ik s AT
bl Cigtine . ¢ . ~ 5 :
a Ddfamlp.nhurnuuix meh Dfee o
it = "
| et T "'}-’&h i pera 1= pawad  amaance el !,,._.;!... Jrauwt” —
E“r] wabuic Uwnt Sore afob anl ol Ounl apt oo o ny.
i Wl o F o ) . £ Ao
7= Ao dgfewe g ~yrmaan. E“":‘"a ":)-n.—-n!qu
ey of _suf.'q,.-"::.-w\-: A bt 4.“1‘:...3 . 5 ?.',—...'_—;:--Im-. w:!m-!m-

j‘-""""'- ﬂ-—-uvuﬂ""" #
';r:"--’-"-- PV e L g -!:‘n..n.-:'-"' = >;--¢-—

= .
d‘% /g 22 1%.2 4,

Musicalia 1-2 /2009 B 79



Joseph Haydn: Die Schopfung, arie Uriela /
Uriel‘s aria Mit Wiird‘ und Hoheit angetan
(Hob:XXI:2)

Opis arie upravené

pro fimskokatolickou bohosluzbu,

titulni list psany Vinzenzem Maschkem /
Transcription of an aria

for Roman catholic mass,

title page by Vinzenz Maschek

NM-CMH 1,XB 8

Vinzenz Maschek: Aria in Dis

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

made in Plzen by FrantiSek Krzepelka
NM-CMH 1, XII E 85
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