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There are quite a few studies with titles that
combine a person’s name with the phrase
“and his times’, which look for feedback
and the
development of an individual. Marta Ottlova

between historical conditions
and Milan Pospisil also gave their anthology
of Smetana studies the title Bedrich Smetana
a jeho doba (Bedrich Smetana and His Times,
Praha: NLN, 1997). Hans-Klaus Jungheinrich
(1938-2018), the author of the publication
being reviewed here, worked with several of
the studies contained in that anthology. He
waslonginterested in Czech music. For nearly
thirty years he served as the music critic
of the newspaper Frankfurter Rundschau,
wrote for the journal Opernwelt, and created
radio programmes. As an author, he devoted
himself to conductors and composers
including authors of contemporary music
Rihm, Lachenmann, Saariaho,

He exhibited an affinity for

(Henze,
Boulez...).
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Czech music, which he already expressed
in his publication Hudba. Annéherung an
die tschechische Musik (Kassel: Barenreiter,
2007). The present set of essays is based
on texts published in that book, expanding
and modifying them while carrying over
a number of passages word for word.

The book does not deal only with Smetana
nor only with his times. The author devotes
the most space to Prodand nevésta (The
Bartered Bride) and to the cycle Md viast,
which he compares — like in the earlier book
Hudba — to the nationalistically motivated
symphonic poems of Jean Sibelius; to him,
the legendary figure Sarka remains a “Czech
Penthesilea” etc. He knows Smetana’s works
intimately, and his broad knowledge of the
musical literature enables him to layer ideas
on top of each other. He can also permit
himself to make various analogies because
he formulates them brilliantly. Jungheinrich
also worked with the publications in Czech
that were available to him. The selection of
literature he used is somewhat fragmentary,
and meanwhile some of the texts have
become historical sources. From among
the more recent monographs, he relies on
the Smetana portrait Bedrich Smetana in
Selbstzeugnissen und Bilddokumenten by
Kurt Honolka (1978) and the publication
Bedrich Smetana by Hana Séquardtovd
(1985), which was published in German. He
also mentions the brochure Bedrich Smetana.
Zeit, Leben, Werk (Praha:
Museum, 1998) and two thematic studies
by Marta Ottlova from 2004. Of course,

B. Smetana



the selection of sources also documents the
state of Smetana research. The project for
a collective Smetana monograph has never
been completed (Jungheinrich did not work
with its volumes), the first volume of a critical
edition of Smetana’s correspondence (from
the years 1840-1862) was published in 2016
(eds. Olga Mojzisova and Milan Pospisil),
and the proceedings from a conference held
in Litomysl in 2004, the year of the Smetana
jubilee, did not appear until 2018. The author
therefore did not and could not avoid making
outdated assertions (for example in the case
of the Triumphal Symphony). Moreover, his
arguments are often based on sources that
are not of equal evidential value.

For example, he introduces the chapter
about The Bartered Bride with a reference
to two different opinions about the opera:
one from the Smetana enthusiast Kurt
Honolka in his aforementioned popular
study (1978), and another from Ulrich
Schreiber in the encyclopaedia Opernfiihrer
fiir Fortgeschrittene (1991), and he confronts
their viewpoints with the entry for Smetana
by Olga Mojzisovd in MGG? (Personenteil,
vol. 15, 2006). These, then, are three studies
with  different and purposes.
Although Schreiber sometimes “overshoots

focuses

the mark, Jungheinrich writes (p. 79) that
‘the new Czech research (Olga Mojzisova)
barely equalled his critical approach [...], let
alone surpassed it. Still today, Olga Mojzisova

exaggerates the meaning of Swmetana’s

operatic thinking for national culture’
Jungheinrich refuses to rate Smetana’s eight
operas as the “foundation” of Czech national
opera for the very reason ‘that these were
not models that could be further developed
by other composers; rather, they were one-

off creations, mixed forms, or experiments’,
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and his successors (Fibich, Dvorik, Janacek)
therefore were not even able to follow
up on them. One might object that being
a successor need not mean just following up,
but also, to the contrary, distancing, whether
deliberate or subconscious; in any case, the
author contradicts himself in other texts. As
Norbert Abels says in the book’s introduction,
Jungheinrich’s ‘chief attention was devoted to
the constant and often one-sidedly heroicising
labelling of Bedrich Smetana as a creator
of national music. That label captures the
standing of this great composer’s music just
as little as the equally stereotypical assertion
of his supposed second-rate imitation of
Wagner” (p. 8) However, in his attempt to
rid his evaluation of Smetana of clichés and
stereotypes, Jungheinrich borders in some
cases on sensationalism and generalisation,
ceasing to be a music historian and instead
becoming a journalist, and this makes his
writing more readable, but at the expense of
credibility. He places questionable emphasis
on the supposed “discovery” of the original
score of The Bartered Bride by co-workers
of Nicolaus Harnoncourt for his 2011
production of the opera in Graz (p. 88).
The author does not fail to mention Max
Brod’s novel about Sabina (1962), in which
Brod makes a connection between Jenik’s
“betrayal of Marfenka” and Sabina’s activity
as an informant, but he leaves aside the
several stages of work on the opera before
it reached its final form (with the exception
of the supposed “Urfassung” performed
by Harnoncourt). In contradiction to his
rejection of a “foundation” built upon
Smetana, Jungheinrich gave the following
chapter the title “The founding figure
and his heirs] in which Dvorak, Fibich
and Foerster, Janiacek and Martini, and
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Jaromir Weinberger each get a turn;
Jungheinrich also numbers Eugen Suchon
among Smetanas heirs. In part, these are
again modified texts from the book Hudba.
The author devotes a very interesting (new)
chapter to the first film version of The
Bartered Bride by the director Max Ophiils
(1932), which he presents in the context
of the history of opera in film and of the
technical possibilities available to filmmakers
at the time.

Hans-Klaus Jungheinrich died before the
book was completed in the form that went
to press. Gerhard R. Koch and Wolfgang
Sandner prepared it for publication,
and separate studies by them have been
included. Gerhard R. Koch's essay (inspired
by Smetanas Vitava) considers the ‘the
art of musics flow and current”, and as the
author admits, his text is something of
a tribute to his teacher Th. W. Adorno (in
an overview of various arrangements of
Vitava as documentation of its popularity,
Hanu$ Trnecek’s harp transcription is
absent, strangely). Serving as a supplement
to Jungheinrich’s contemplation on the

projection of nationality into music is
Wolfgang Sandner’s study on the search
for the national identity of Czech music.
Smetana was successful because ‘e was not
a destroyer”, and in the political chaos of his
day, he succeeded because ‘e tended to take
notice of his current aesthetic mandate rather
than of political opportunity”. His music
therefore became “Czech music as such. [...]
Had healways pursued thevolatile trendsof his
times, today we would have difficulty finding
his name in the history of music. (p.270) Ivana
Rentsch, the author of a third additional
study, summarises the circumstances of
the first performance of The Bartered Bride
in Saint Petersburg. The book includes
a section with illustrations, a catalogue of
Smetana’s works, a bibliography, and an
index of names. Apart from a few negligible
omissions, the orthography of Czech names
and phrases in the book is flawless. On the
back cover of the book is a listing of 38 works
from the publisher Laaber that are devoted
to important individual composers. Thanks
are in order that Smetana has been added to
that list.
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Existuje celd fada praci, nesoucich v titulu
jméno osobnosti ve spojeni s ,jeji dobou”,
které hledaji zpétnou vazbu mezi historic-
kymi podminkami a vyvojem individua.
Také Marta Ottlova a Milan Pospisil nazva-
li svij vybor smetanovskych studii Bedrich
Smetana a jeho doba (Praha: NLN, 1997).
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S nékolika studiemi, které jsou ve vyboru ob-
sazeny, autor recenzované publikace Hans-
Klaus Jungheinrich (1938-2018) pracoval.
Jeho zdjem o ¢eskou hudbu byl dlouhodoby.
Témér tricet let pusobil jako hudebni kritik
Frankfurter Rundschau, psal pro casopis
Opernwelt, rozhlasové porady, jako autor



se vénoval dirigentskym a skladatelskym
osobnostem véetné autortt soudobé hud-
by (Henze, Rihm, Lachenmann, Saariaho,
Boulez...). K ¢eské hudbé projevoval afinitu,
kterou uz vyjadril ve své publikaci Hudba.
Anndherung an die tschechische Musik
(Kassel: Barenreiter, 2007). Nyni predklada-
ny soubor eseji vychazi z textt v této knize
publikovanych, rozsifuje je a pozménuje,
radu usekd prebira doslova.

Kniha nepojedndvd pouze o Smetanovi
a pouze o jeho dobé. Nejvic prostoru autor
vénuje Prodané nevésté a cyklu Md vlast,
ktery — tak jako v knize Hudba — ptirovna-
va k naciondlné motivovanym symfonickym
basnim Jeana Sibelia, postava bajné Sarky mu
zustava ,ceskou Penthesileou” ap. Smetanovo
dilo duavérné zn4, siroky prehled o hudeb-
ni literature mu dovoluje vytvaret myslen-
kové presahy a jelikoz brilantné formuluje,
muize si dovolit rizné analogie. Jungheinrich
pracoval i s publikacemi v cestiné, pokud
mu byly dostupné. Vybér pouzité literatu-
ry je ponékud roztristény, nékteré texty uz
se mezitim staly historickym pramenem.
Z mladsich monografickych praci se opird
o smetanovsky portrét Bedrich Smetana in
Selbstzeugnissen und Bilddokumenten Kurta
Honolky (1978) a o némecky vydanou pub-
likaci Bedrich Smetana Hany Séquardtové
(1985). Uvadi také brozuru Bedrich Smetana.
Zeit, Leben, Werk (Praha: Muzeum Bedricha
Smetany, 1998) a dvé tematické studie Marty
Ottlové z roku 2004. Vybér zdrojit ovsem
také dokldadd stav smetanovského badani.
Projekt kolektivni smetanovské monogra-
fie nebyl nikdy dokoncen (s jejimi svazky
Jungheinrich nepracoval), prvni svazek
kritické edice Smetanovy koresponden-
ce (roky 1840-1862) vysel roku 2016 (eds.
Olga Mojzisova a Milan Pospisil) a sbornik
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z konference usporadané ke Smetanovu ju-
bileu roku 2004 v Litomysli az roku 2018.
Autor se tak nevyhnul a ani nemohl vyhnout
prekonanym tvrzenim (naptiklad v pripa-
dé Triumfdlni symfonie). Jeho argumentace
nadto vychazi casto ze zdrojli, které nemaji
rovnocennou vypovédni hodnotu.

Kapitolu o Prodané nevésté uvozuje napti-
klad odkazem ke dvéma riznym nazortm
na tuto operu: smetanovského entuziasty
Kurta Honolky v jeho zminéné popularizac-
ni praci (1978), a Ulricha Schreibera v en-
cyklopedii Opernfiihrer fiir Fortgeschrittene
(1991), a jejich hlediska konfrontuje s hes-
lem Smetana Olgy Mojzisové v MGG?
(Personenteil, sv. 15, 2006). Jedna se tedy
o tfi prace rtizného obsahového zaméreni
a ucelu. Prestoze Schreiber obcas ,prestrelu-
je*, pise Jungheinrich (s. 79), ze ,jeho kritic-
kého pristupu [...], nové ceské baddni (Olga
Mojzisovd) sotva dosdhlo, natoz aby je pre-
konalo. Olga Mojzisovd jesté dnes prehdni
ndrodné kulturni vyznam Smetanovy operni
koncepce.” Jungheinrich odmita hodnoceni
osmi Smetanovych oper jako ,fundamentu”
¢eské narodni opery, uz proto, ,ze se nejedna-
lo 0 modely, které by mohly byt dalsimi autory
ddle rozvijeny, nybrz o solitéry, smisené formy
nebo experimenty” a nasledovnici (Fibich,
Dvordk, Janiacek) na né proto ani navazat
nemohli. Lze oponovat, ze nasledovnictvi
nemusi znamenat jen navazani, nybrz i dis-
tancovani, at uz zamérné nebo podvédomé;
sdm autor si ostatné v dalsich textech proti-
fec¢i. Jak fikd v tvodu knihy Norbert Abels,
Jungheinrichova ,hlavni pozornost platila
neustdlému a nezridka jednostranné heroizu-
Jicimu etiketovdni Bedricha Smetany jako
tviirce ndrodni hudby. Ndlepka, kterd posta-
veni dila tohoto velkého skladatele postihuje
tak mdlo jako neméné stereotypni poukaz na
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jeho iidajné epigonstvi Wagnera (s. 8) Avsak
ve snaze zbavit Smetanovo hodnoceni klisé
a stereotypu zabrousil Jungheinrich v néko-
lika pripadech k hranici senzac¢nosti a pausa-
lizaci, jiz jinym vytyka, prestava byt hudeb-
nim historikem a stava se zurnalistou — ku
prospéchu ctivosti, avsak na dkor vérohod-
nosti. Problematicky je tak jim vyzdviho-
vany udajny ,objev® origindlni partitury
Prodané neveésty spolupracovniky Nicolause
Harnoncourta pro jeho nastudovani opery
roku 2011 v Grazu (s. 88). Autor nepomine
zminku o romanu Maxe Broda o Sabinovi
(1962), v némz Brod dava do souvislosti
Jenikovu ,zradu Marenky” se Sabinovym
konfidentsvim, av$ak nékolikastupnovou
praci na opefte az k jejimu kone¢nému tva-
ru (s vyjimkou udajné ,Urfassung”, uvedené
Harnoncourtem) ponechava stranou. V roz-
poru se svym odmitdnim smetanovského
sfundamentu” nazval Jungheinrich nava-
zujici kapitolu ,Zakladatelska postava a jeji
dédicové”, v niz prijdou na radu Dvordk,
Fibich a Foerster, Jand¢ek a Martint, Jaromir
Weinberger; také Eugena Suchoné radi
Jungheinrich ke Smetanovym dédictim; cas-
tecné se opét jednd o upravené texty z knihy
Hudba. Velmi zajimavou (novou) kapitolu
vénuje autor prvni filmové verzi Prodané
nevésty reziséra Maxe Ophiilse z roku 1932,
kterou uvadi do souvislosti s historii opery
ve filmu a s technickymi moznosti tehdejsi
filmové préce.
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Hans-Klaus Jungheinrich zemfel pred
dokonc¢enim podoby knihy do tisku. K vyda-
ni ji pripravili Gerhard R. Koch a Wolfgang
Sandner a pripojeny jsou jejich samostatné
studie. Stat Gerharda R. Kocha (inspirova-
na Smetanovou Vitavou) uvazuje o ,umeéni
plynuti a o proudu hudby* a jak autor prizné-
vd, textem trochu vzdava hold svému uciteli
Th. W. Adornovi (v piehledu raznych aranz-
ma Vitavy jako dokladu jeji popularity mu
kupodivu schazi harfovd transkripce Hanuse
Trnecka). Jako doplnék k Jungheinrichovu
premitani o projekci naroda v hudbé slouzi
studie Wolfganga Sandnera o hledani narod-
ni identity ceské hudby. Smetana uspél, ne-
bot ,nebyl boritel” a v politickém chaosu své
doby uspél proto, ze ,si vsimal spis aktudlni-
ho estetického prikazu nez politické oportuni-
ty"“. Proto se jeho hudba stala ,ceskou hudbou
jako takovou. [...] Kdyby vzdy sledoval kolisavé
tendence své doby, v déjindch hudby bychom
ho dnes tézko hledali’ (s. 270) Autorkou treti
pridané studie je Ivana Rentsch, ktera shrnu-
je okolnosti prvniho provozovani Prodané
nevésty v Sankt Petérburgu. Piipojena je ob-
razova Cast, soupis Smetanovych dél, biblio-
grafie a osobni rejstiik. Az na nékolik zane-
dbatelnych opomenuti je ortografie ¢eskych
jmen a vyraza v knize bezchybnd. Na zadni
obalce knihy je soupis triceti osmi publikaci
nakladatelstvi Laaber, vénovanych jednotli-
vym vyznamnym skladatelam. Dik za to, ze
se k nim nyni pfiradil i Smetana.

VLASTA REITTEREROVA



