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Editorial

Vazeni Ctenéri,

letoSnim Sestym rocnikem vstupuji Musicalia do druhého pétileti své existence. Caso-
pis se stacil zafadit mezi odborna periodika uznavana doma i v zahranici, ma velky pocet
prispévatelll a Ctenard a - jak véfim - dlouhou budoucnost pfed sebou. Jeho cestu sleduji
od po&atku jako &len redakéni rady a od roku 2011 zaroven jako feditel Ceského muzea
hudby.

K tomu, jak muzeum vystupuje navenek, prispiva i nase publikaéni ¢innost, skuteénost,
Ze si navstévnici mohou zakoupit dliisledné ¢esko-anglicka Musicalia a dalsi tiskoviny, na-
piiklad katalogy nebo priivodce jednotlivymi expozicemi. A navstévnikd neni malo. V po-
slednich dvou letech obdrZelo Ceské muzeum hudby prestizni ocenéni Travellers’ Choice
a Certificate of Excellence, ktera vyjadfuji spokojenost navstévnické obce a recenzentll na
celosvétovém cestovatelském portalu TripAdvisor. Bez prace se sbirkami a jejich védecké
reflexe by ani vystavni ¢i koncertni projekty nedosahly takové Grovné.

Rok 2014 byl vyhlasen Rokem &eské hudby. Na tomto programu, podporovaném Mini-
sterstvem kultury CR, spolupracovalo samoziejmé také nase muzeum. Letosni Musica-
lia se proto na prvnim misté zamérfuji na ceské skladatele, jejichz ,Ctyrkova“ vyroci jsme
oslavili (Antonin Dvorak, Josef Suk), a na polokulaté vyro¢i Josefa Bohuslava Foerstera.
Pripominaji zasluhy Spolecenstva hotovitelll hudebnich nastrojl na poli vystavnim (Tereza
Berdychova), oslavy Jubilejniho roku Antonina Dvofaka v roce 1941 (Katefina Nova) a cha-
rakterizuji Dvofakovu operni tvorbu (Milan Pospisil). Casopis stejné jako v minulych roé-
nicich zverejnuje vysledky objevné prace s dosud neznamymi prameny z naSich sbirek:
tentokrat se jedna o korespondenci mezi vytvarnikem FrantiSkem Bilkem a skladatelem
Josefem Bohuslavem Foersterem (Jana Fojtikova), nové dokumenty k Zivotu a tvorbé Jo-
sefa Suka, které letos muzeum dostalo darem od pani Marie Sukové (Jana Vojtéskova),
¢i o opis rané baroknich duchovnich skladeb, provozovanych kolem poloviny 17. stoleti
v severomoravském mésteéku Pfibor (Dagmar Stefancova). Tématu Seského baroka a in-
terpretacni praxe se tyka také clanek o Michnové Loutné ¢eské (Petr Danék - Tereza
Dankova), opét s presahem do muzejnich fondd, konkrétné do sbirky Emiliana Troldy. Jiz
tradicné se mlzete docist o hlavnim vystavnim projektu uplynulé sezony, totiZz o vystavé
Stoleti valCiku a polky (Eva Paulova).

VazZeni Ctenari, preji vam, abyste v Musicaliich ziskali nové, zajimavé informace a abyste
se k ¢asopisu i do naseho muzea radi vraceli.

EMANUELE GADALETA,
feditel Ceského muzea hudby
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By Way of Introduction
Dear readers,

With this year’s sixth volume, Musicalia enters the second half of its first decade of
existence. The journal has successfully assumed a place alongside the scholarly periodicals
that are recognized in this country and abroad. It has large numbers of contributors and
readers, and - | hope - a long history ahead of it. | have been following its progress from
the beginning as a member of the editorial staff, and since 2011 | have also been serving
as the director of the Czech Museum of Music.

Our publication activities contribute towards the public presentation of the museum,
as does the fact that museum visitors can buy Musicalia, which is completely bilingual
in Czech and English, as well as other printed materials such as catalogues or guides
to individual exhibits. And the number of visitors is not small. During the last two years,
the Czech Museum of Music has won the prestigious Travellers’ Choice Award and the
Certificate of Excellence, expressing the satisfaction of the museum’s visitors and of
reviewers on the worldwide tourism portal TripAdvisor. Without our work on and scholarly
study of our collections, our exhibitions and concert projects would not have achieved
such standards of quality.

2014 has been announced as the Year of Czech Music. Naturally, our museum has
also cooperated on this programme supported by the Ministry of Culture of the Czech
Republic. The articles in this year's Musicalia therefore focus primarily on Czech
composers whose anniversaries with years ending in ‘four’ we have been celebrating
(Antonin Dvorak, Josef Suk), along with Josef Bohuslav Foerster, who is half way between
round-numbered anniversaries. The articles recall the work done by the Association
of Musical Instrument Makers in the field of exhibitions (Tereza Berdychova) and the
celebrations of the Antonin Dvofak jubilee in 1941 (Katefina Nova), and they characterize
Dvorak’s operatic works (Milan PospiSil). As in past years, the journal is publishing the
results of research discovering heretofore unknown sources from among our collections.
This time, there is the correspondence between the visual artist FrantiSek Bilek and the
composer Josef Bohuslav Foerster (Jana Fojtikova), new documentation of the life and
creative work of Josef Suk that the museum received this year as a gift from Mrs. Marie
Sukova (Jana VojtéSkova), and a copy of early Baroque sacred compositions performed
around the middle of the 17™ century in the town of Pfibor in northern Moravia (Dagmar
Stefancova). Another article on the topic of the Czech Baroque and performance practice
concerns Michna’s Loutna Ceska (Petr Danék - Tereza Dankova), which also ties in with
the holdings of the museum, specifically with the Emilian Trolda collection. In accordance
with tradition, you will also be able to read about the main exhibition project from the past
season, namely the exhibition A Century of the Waltz and Polka (Eva Paulova).

My hope is that you, our respected readers, will find new, interesting information on
the pages of Musicalia, and that you will gladly be returning both to the journal and to our
museum.

EMANUELE GADALETA,
Director of the Czech Museum of Music

Musicalia 1-2 /2014 B 5



MUSICALIA 1-2 / 2014, 6-15

Antonin Dvorak - operni
skladatel

MILAN POSPISIL

Antom‘n Dvorak podle vlastniho sdéleni ve vibec poslednim interview povazoval od
pocatku tvlréi drahy operu za svij hlavni kompoziéni obor. ,,Chtél jsem se ze vSech
sil [...] vénovat opernimu tvoreni. Ne snad z jesitné touhy po slavé, nybrZ z toho ddvodu,

Ze povaZzuji operu za nejvhodnéjsi vytvor také pro narod. [...] Povazuji mne za symfonika,
a prece jsem uz pfed mnoha lety dokazal svUj prevazujici sklon k dramatické tvorbé“.

Dvorak sam tim naznadil rozpornost svého hodnoceni jako operniho skladatele v do-
macim, ale jesté vice v mezinarodnim méfitku. Bylo do znaéné miry podminéno recepci
jeho operniho dila, kterou v Cechach uréovalo jediné esky hrajici divadlo v Praze. V&echny
premiéry Dvorakovych oper v letech 1874-1904 proved| operni soubor Kralovského zem-
ského ¢eského divadla (od roku 1862 tzv. Prozatimniho, od roku 1881 Narodniho divadla)
v Praze. DalSi stalé ¢eské scény s opernim provozem v Plzni (od roku 1868) a v Brné (od
roku 1884) byly vyloZzené lokalniho charakteru a nemohly svym vyznamem Praze konku-
rovat. Pokud z jakéhokoli divodu plvodni Ceska opera pfi prvnim provedeni neuspéla,
mivalo to pro jeji dalsi osud fatalni nasledky. Cesta do ciziny s dlileZitou podminkou vydani
prinejmensim klavirnich vytahl zase vedla pres Gspésné proniknuti v hlavnim mésté mo-
narchie. Sebevétsi Gspéch plvodni opery v éeském divadle v Praze, provinénim mésté
Rakouska-Uherska, byl v 19. stoleti pro jeji renomé v zahrani¢i nepodstatny, jak potvrzuje
Eduard Hanslick: ,Takovy Uspéch v ¢eském divadle znamena ovSem pro absolutni hodno-
ceni uméleckého dila asi tolik, jako furore néjaké madarské narodni opery v Pesti“,? a jak
se o tom presvédcili pfes ojedinéla zahranicni nastudovani svych oper Smetana (Prodana

PredloZena prace vznikla za finanéni podpory Ministerstva kultury v ramci instituciondiniho financovani
dlouhodobého koncepéniho rozvoje vyzkumné organizace Narodni muzeum (DKRVO 2014/40, 00023272).

1) ,lch wollte mich mit allen Kréften, [...] dem Opernschaffen widmen. Nicht etwa aus eitler Ruhmsucht,
sondern aus dem Grunde, weil ich die Oper auch fir die Nation fur die vortheilhafteste Schépfung halte. [...]
Man erblickt in mir den Symphoniker, und doch habe ich schon vor langen Jahren meine liberwiegende Neigung
zum dramatischen Schaffen bewiesen.” [-al.]: Bei Meister Dvorak, Politik, ro¢. 43, ¢. 59, 28. 2. 1904, s. 7-8. Ve
zkracené podobé vysel v Die Reichswehr, &. 3612, 1. 3. 1904, s. 7. Tato verze byla publikovana éesky in: DOGE,
Klaus: Antonin Dvorak. Zivot - dilo - dokumenty, VySehrad, Praha 2013, s. 251-253.

2) Fir den absoluten Werth des Kunstwerkes will solcher Erfolg im czechischen Theater ungefahr so viel
bedeuten, wie das Furore einer national-ungarischen Oper in Pest.“ Ed. H.: Dvorak’s Oper ,Dimitrij“, Neue Freie
Presse, 17. 10. 1882, Nr. 6517, s. 1-3, zde s. 3. Cesky otidténo in: LUDVOVA, Jitka: Dokonaly antiwagnerian
Eduard Hanslick. Paméti / Fejetony / Kritiky / Vybor z dila, Editio Supraphon, Praha 1992, s. 268-273, zde s. 273.
Despekt k Gspéchu Dvorakovy opery na ¢eském divadle v Praze vyjadfil nakladatel Fritz Simrock skladateli pfimo:
»Nechavate se priliS ovliviiovat radosti svych ¢eskych bratfi, mily pfiteli: Ale uvazte, Ze to vSe jsou jen vnéjsi véci
a Ze jenom Némecko Vam pomohlo a také jen dale pomahat mdzZe a bude.“ (,Sie lassen sich zu sehr durch die
Freude Ihrer béhmischen Briider beeinflussen, lieber Freund! Aber bedenken Sie, daf das alles nur Auerlichkeiten
sind und daf nur Deutschland Ihnen geholfen hat und auch nur weiter helfen kann und wird.“) Fritz Simrock
Antoninu Dvorakovi 18. 10. 1882, cit. dle Antonin Dvorak. Korespondence a dokumenty. Kritické vydani. Svazek 5.
Korespondence prijata 1877/1884, ed. Milan Kuna, Editio Supraphon, Praha 1996, s. 401, 400.
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Antonin Dvorak - operni skladatel

nevésta v Petrohradé 1871 a Za- ™ B |
hfebu 1873, Dve vdovy v Hambur- T e - T
ku 1881) i Dvorak (Selma sedldk s = : i
v Drézd'anech 1882 a v Hambur- : v ' 5 i
ku 1883). Teprve Uspéch ve Vidni
otevrel (posmrtné) cestu Smeta-
novi (Prodana nevésta a Dalibor
v provedeni prazského Narodniho
divadla na Mezinarodni hudebni
a divadelni vystavé 1892) nebo
Janackovi (provedeni Jeji pastorky-
né v k.k. Hof-Operntheater 1918)
na divadla némeckojazycnych
zemi a odtud pak dale do ciziny.
Naopak nezdar Selmy sedldka ve
Vidni 1885 a relativni nelspéch
Dimitrije na doty¢né mezinarodni
vystavé 1892 Dvorakovym ope-
ram nejen toto mezinarodni uzna-
ni podryl, ale navic prispél k rozsi-
feni nazoru, Zze Dvofak nemél pro
operu schopnosti.?

Za danych politickych a na-
rodnostnich pomért v Rakousku-
-Uhersku s latentnim i zjevnym
odporem privilegované vliadnouci
némecké vrstvy proti preziranym L
kulturné politickym ambicim slo-  gquard Hanslick
vanskych narodd by mohl Dvo-  Portrétni fotografie / Photographic portrait, Etienne Carjat & C®,
ra[(vj,ako operni skladatel F,)roraZIJE Eel:/rll-%liﬁ-.MBS, inv. €. / inv. no. 8935
s ucinnou podporou vedeni dvorni
opery ve Vidni nepochybné jen tehdy, kdyby se prezentoval jako rakousky némecky, nikoli
Gesky autor oper preloZzenych do némciny.* Rozpor mezi dobovym pfijimanim Dvoraka -

ETIENNE CARJAT £C% PHOT. 10 RUES™ D* DE LORETTE

3) Kritiky na vystoupeni prazského Narodniho divadla vydal jeho feditel FrantiSek Adolf Subert bezprostfedné
po navratu z Vidné Eesky a némecky: SUBERT, Frantisek Adolf: Ceské Narodni divadlo na prvni mezinarodni
hudebni a divadelni vystavé ve Vidni r. 1892, Druistvo Narodniho divadla, Praha 1892; TYZ: Das béhmische
Nationaltheater in der ersten internationalen Musik- und Theaterausstellung zu Wien 1892, Nationaltheater-
-Consortium, Prag 1892.

4) Simrock a Hanslick se snazili Dvoraka ziskat pro zhudebnovani némeckych text(. Intendant Dvorni opery
ve Vidni Leopold Friedrich von Hofmann se Hanslickovym prostfednictvim Dvofaka dotazoval, zda by chtél pro
sezonu 1885 nebo 1886 zkomponovat operu na libreto Huga Wittmanna. (Viz Eduard Hanslick Antoninu Dvorakovi
3. B. 1884, in: Antonin Dvorak. Korespondence a dokumenty. Kritické vydani. Svazek 5. Korespondence prijata
1877/1884, ed. Milan Kuna, Editio Supraphon, Praha 1996, s. 443, 444.) O snahach, aby Dvorak psal opery na
némeckeé texty, sveddi i zapisky Marie Cervinkové-Riegrové, napt. 22. 2. 1883: ,0Otec [FrantiSek Ladislav Rieger]
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Milan Pospisil

instrumentalniho a Dvoraka - operniho skladatele je bez prihlédnuti k této perspektivé
nepochopitelny a jeho zdlvodnovani nestejnou kvalitou obou tvarcich sfér faleSné. Stejné
jako hudebni kultura noveé se formujicich narodnich spolec¢nosti 19. stoleti nebyla poklada-
na za Uplnou, pokud postradala tvorbu hudebniho druhu povaZzovaného za nejvySSi - na-
rodni operu,’ tak teprve pfijeti Dvofakova operniho dila znamenalo jeho uznani za vyslovné
Ceského skladatele.®

Z tvlréino zazemi symfonika ovSem vychazi Dvorak(v osobity pfistup k opernim dru-
hdm, projevujici se v jeho operach od pocatku vyznamnym zachazenim s orchestrem. Uz
v prvni verzi Krale a uhlife Dvorak dosahuje orchestrem vystiznéjsi charakteristiku, nez
v pojednani vokalnich partl, k jejichZz zpévnosti a spojeni basnického slova s hudbou se
teprve propracovaval.” Dokonce v jeho komickych operach Tvrdé palice a Selma sedlak
slySela dobova kritika ,t€zky symfonicky sloh“.®2 Symfonickym pojednanim operniho or-
chestru Dvorak vytvafi zvlasté v komickych operach s vyuzitim taneénich prvkd nosny pod-
klad dialogickych partii, prostfedek sjednocovani a propojovani scén. Orchestru pripada
dllezZité poslani ve vytvareni atmosféry prostredi déje presahujici funkci lokalninho koloritu.

vypravoval zejména o Hoffmanovi, intendantovi, Ze pravil o Dvofakovi: ,Ich habe ihm (totiZz Dvorakovi) selbst drei
Texte geschickt, a Ze ze vieho vidéti, jak by jej radi dostali k tomu, aby na némecky text komponoval.“ (CERVINKOVA-
-RIEGROVA, Marie: Zapisky | (1880-1884), ed. Milan Vojagek, Narodni archiv - Scriptorium, Praha 2009, s. 356.)
Viz téZ KUNA, Milan: Vztahy Antonina Dvoraka k Vidni, Hudebni rozhledy, ro¢. 41, 1988, ¢. 5, s. 234-237. Ke
Dvorakové narodni identité z hlediska jeho viastnich postoji a jeji recepce viz GABRIELOVA, Jarmila: Antonin Dvorak
as a Czech National Composer? Notes on How His Work and Personality Were Received, in: National identity/ies in
Czech music, ed. Lenka Dohnalova, Arts and Theatre Institute, Prague 2012, s. 43-51.

5) Hostovani prazského Narodniho divadla ve Vidni 1892, jimz se CeSi predvedli jako moderni, vzdélany
a produktivni narod, proto nebylo jen L}ylturm’, ale i politickou udalosti, ktera se dostala i do debaty na fiSské radé.
K tomu vice OTTLOVA, Marta - POSPISIL, Milan: Zum rezeptionsgeschichtlichen Hintergrund der tschechischen

Nationaloper, De musica disserenda, ro¢. 3, 2007, €. 1, s. 23-34.

6) V Usili ceské politické reprezentace o politické vyrovnani mezi vétSinové ¢eskym obyvatelstvem a né-
meckojazyénou mensinou v zemich Ceské koruny se staval zapas o (plné zrovnopravnéni &estiny s néméinou
mimoradné vybusnym problémem, ktery napf. po Badeniho jazykovych nafizenich 1897 ved| az k agresivnim
demonstracim, k vyhlaseni vyjimecného stavu a k padu vlady. Za takové situace nebyly otazky, k jaké narodnosti
se CeSti operni skladatelé volbou zhudebnovaného jazyka hlasi, k jakému obecenstvu se primarné obraceji
a jaké divadlo pro své operni premiéry voli, v Zadném pfipadé neutralni, naopak byly pro jejich recepci velice
podstatné. Lze to dolozZit na kontroverzich provazejicich operu Karla Weise Der polnische Jude, komponovanou
na némecky text a poprvé uvedenou v prazském Novém némeckém divadle (Neues deutsches Theater) 1901,
nebo na nepratelském poméru oficidlnich mist prvni ceskoslovenské republiky k Oskaru Nedbalovi kvili jeho
pdsobeni ve Vidni a komponovani operet na némecké texty. K Weisovi viz PETRANEK, Pavel: Karel Weis, Polsky
Zid. Opera o dvou dé&jstvich. Premiéra 3. 3. 2001 ve Stétni opefe Praha, Statni opera Praha, Praha 2001;
k Nedbalovi viz BUCHNER, Alexander: Oskar Nedbal, Panton, Praha 1986.

7) Poprvé Dvorak zhudebnil libreto Bernarda J. Lobeského (=Bernard Guldener) roku 1871, podruhé 1874. Ke
srovnani prvniho a druhého zhudebnéni viz SMACZNY, Jan: Kral a uhlif | x Il, in: Antonin Dvorak - dramatik, ed.
Jitka Brabcova - Jarmil Burghauser, Motyl, Pelhfimov - Divadelni Ustav, Praha 1994, s. 63-123.

8) ,[...] jest orkestr jeho nejvlastnéjSim panstvim, celé jeho hudebni mysleni je polyfonni, symfonické.
Téchto zvlastnosti nezapira ani opera, o niz zde mluvime [=Selma sedlak]; [..]* (HOSTINSKY, Otakar:
Puvodni novinky ¢eské zpévohry, Osvéta, roc. 8, 1878, s. 744-750, zde s. 747); ,[...] skladatel [si] neodvykl
splisob téZkého psani, nékdy zbytecné pathetického.“ ([PIVODA, Frantiek]: Opera ,Selma sedlak“, Hudebni
a divadelni véstnik, ro¢. 1, 10. 2. 1878, ¢. 29, s. 227-229, zde s. 229); ,Neni baletni véta d moll v druhém
jednani spiSe symfonickym scherzem nezZ tanecni hudbou v opere?“ (,Ist nicht der D-moll-Satz des Balletts
im zweiten Akte mehr ein Symphonie-Scherzo als eine Opern-Tanzmusik?“) (HANSLICK, Eduard: Am Ende
des Jahrhunderts [Der Modernen Oper 8. Theil.], Aligemeiner Verein flir deutsche Litteratur, Berlin 1899,
s. 132-140, zde s. 138. Cesky citovano podle LUDVOVA, op. cit. v pozn. 2, s. 286.)
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Antonin Dvorak - operni skladatel

Virtuozita orchestralni koloristiky a vymluvnosti pak Dvorakovi umoznila sugestivni vyliceni
a kontrastni odliSeni rGznych prostiedi predevsim v operach na pohadkové a fantastické
naméty (Cert a Kaca, Rusalka, Armida).

Symfonické pojednani operniho orchestru se témér ,samoziejmé“ otevira prijeti systé-
mu Wagnerovych leitmotivi. Dvofakovo zachazeni s pfiznacnymi motivy nelze vztahovat
pouze k Wagnerovi, protoze vychazi také z motivické techniky prekracujici rozmér uza-
vieného Cisla, kterou vytvorila opera pred Wagnerem, respektive zaroven s nim (zejmé-
na grand opéra). Charakteristické promény hlavnich motivi osob od Vandy az po Armidu
souviseji s Lisztovou motivickou transformaci, jiz v opere uplatnil pfed Dvofakem Smetana
zejména v Daliboru.® Dvorak uplatnuje od pocatku formotvornou techniku prace s navra-
cejicimi se motivy, postupné ji rozSifuje a prohlubuje az k orchestralnimu komentafi s vrcho-
lem v Rusalce.X

Zvlastni problémy Dvorakovych ranych oper vyplyvaji ze slabosti tehdejsi ceské literarni
dramatické produkce, ktera navic tvorbu libret podcenovala a v niZ mohl skladatel jeho for-
matu jen t&Zko najit pfim&feného partnera. Poprvé aZ v Marii Cervinkové-Riegrové ziskal
schopnou a vstficnou, tfebaze také jeSté nezkuSenou spolupracovnici. Zejména dokud
cesti literati ani netusili Dvorakovu velikost, odvazovali se mu psat nejen jazykové neob-
ratna, ale hlavné dramaturgicky vadna libreta, ktera po zdafrilé expozici s obtizemi rozvijeji
konflikt a dosahuji rozuzleni a ktera ani nedovedou vytézit z latky operné vdécné situace
a povahy (Krél a uhliF, Vanda, Selma sedlék).!* Nedostatek pramen(l nedovoluje usuzovat,
jestli Dvorak libreta do Selmy sedldka skuteéné nekriticky pfijimal, nebo jejich zhudebné-
na verze jiz zahrnuje skladatelovy pokusy o dramaturgické opravy.*? Jednou z dulezitych
pricin, pro¢ Dvorak prepracovaval uz dokoncené a provedené opery, bylo pravé odstrano-
vat jejich dramaturgické nedostatky podminéné librety, coz se upravovatelim plvodnich

9) ZVARA, Vladimir: Priznacné motivy v Smetanovom Daliborovi, Hudebni véda, ro¢. 29, 1992, ¢. 4,
s. 316-325; OTTLOVA, Marta - POSPISIL, Milan: Smetana und Liszt. Die Neudeutsche Schule und die tschechische
Nationalmusik, in: Liszt und Europa (=Weimarer Liszt-Studien, 5), ed. Detlef Altenburg a Harriet Oeler, Laaber-
-Verlag, Laaber 2008, s. 265-274.

10) Viz GABRIELOVA, Jarmila: Leitmotivik und symphonische Struktur in Antonin Dvofaks Dimitrij, in:
Gedenkschrift fur Walter Pass, ed. Martin Czernin, Hans Schneider, Tutzing 2002, s. 507-538. K praci
s pfiznaénymi motivy v Rusalce viz zejména WORNER, Karl Heinrich: Das Zeitalter der thematischen Prozesse in
der Geschichte der Musik (=Studien zur Musikgeschichte des 19. Jahrhunderts, 18), Gustav Bosse Verlag,
Regensburg 1969, kapitola Modelvarianten in Dvoraks Oper Rusalka, s. 141-146; SCHLADER, Jurgen:
Mérchenoper oder symbolistisches Musikdrama? Zum Interpretationsrahmen der Titelrolle in Dvoraks ,Rusalka“,
Die Musikforschung, ro&. 34, 1981, &. 1, s. 25-39; OTTLOVA, Marta: Balada v Dvorakové a Kvapilové Rusalce,
Hudebni véda, ro¢. 34, 2002, ¢. 4, s. 351-359; némecky Die Ballade in Kvapils und Dvoraks Rusalka, in:
Buhnenklange. Festschrift fur Sieghart Dohring zum 65. Geburtstag, ed. Thomas Betzwieser et al., G. Ricor-
di & Co., Mlinchen 2005, s. 265-275.

11) K problematice doty&nych libret viz BURGHAUSER, Jarmil: Uvod, in: Bedfich Guldener - Vaclav Juda Novotny:
Kral a uhlif. Kritické vydani pfipravil [...], Statni nakladatelstvi krasné literatury hudby a uméni, Praha 1957,
s. 5-33; GABRIELOVA, Jarmila: K moZnym predioham libreta Dvofakovy opery Vanda a k jeho dramatické
vystavbé, Hudebni véda, roé. 49, 2012, &. 3, s. 233-246; POSPISIL, Milan: [Antonin Dvoiék. Selma sedlak,
pravodni text ke gramofonové nahravce], in: Antonin Dvofak. Selma sedldk, Supraphon, Praha 1987, s. 4.

12) O Dvorakové Upraveé jiz existujiciho starsiho a vydaného libreta Alfred der GroRe od Karla Theodora Kdrnera
viz SMACZNY, Jan: Dvorak and Alfred: A first operatic endeavour surveyed, in: Antonin Dvofak - The Dramatist,
ed. Jitka Brabcova - Jarmil Burghauser, Motyl, Pelhfimov - Divadelni Gstav, Praha 1994, s. 23-48.
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textt dafilo rizné.® Z oper do Jakobina nezaséahl tento proces jen Tvrdé palice a Selmu
sedlaka, patrné predevsim proto, Ze jejich podoba uz byla fixovana vydanim. PoCinaje Di-
mitrijem je doloZeno, Ze Dvorak zasahoval jiZ od pocatku kompozice riznou mérou do
libretni struktury, mj. téZ z hlediska moZnosti uplatnit prostfedky operni dramati¢nosti.'*
Dvorak zadal od libretistl podrobné popisy déni na jevisti, napf. u Dimitrije pfimo jakousi
rezijni knizku, livret de mise en scéne,'> ale svéd¢i o tom i podrobné rezijni poznameky jiz
v partiture Krale a uhlire.’® V tom se projevuje nejen Dvorakova znalost praxe nejrozvinu-
téjSich opernich kultur jeho doby, ale hlavné jeho chapani opery ne jako zhudebnéného
slova, nybrz jako predvadéné scénické akce, situace, jevistnino obrazu.

Z&nrova rozmanitost Dvofakova operniho dila byva nékdy pokladana za projev kolisani mezi
riznymi sméry.”” Rozdily drovné hudebnédivadelnich dél souviseji predevsim s Dvorakovym

13) Prepracovanim textu Krale a uhlife povéril skladatel pfi revizi jeho druhé verze (z roku 1874) Vaclava Judu
Novotného (1887, autor pivodniho textu Guldener byl tehdy jiz mrtev). K tomu viz SOUREK, Otakar: Zivot a dilo
Antonina Dvoféka. Cast prvni 1841-1877, SNKLHU, Praha 31954, s. 122-136, 201-209, a BURGHAUSER, op.
cit. v pozn. €. 11. U Vandy pres urcité nabéhy ve spolupracis Josefem Srbem-Debrnovem (ktery také prelozil libreto
do némgciny) kolem roku 1880 k dramaturgickym zasahim nedoslo, mozna i proto, Ze se za Dvorakova Zivota
neuskutecnilo zadné dalsi provedeni a Ze seslo i z vydani celé opery (viz HOUTCHENS, Alan: Vanda, in: Antonin
Dvorak - Dramatik, op. cit. v pozn. 6. 7, s. 127-142). 0 zménu déje 4. jednani Dimitrije prvni verze (z roku 1882)
poZadal Dvofak plvodné z podnétu Eduarda Hanslicka autorku libreta Cervinkovou-Riegrovou (1883). K tomu
viz SOUREK, Otakar: Zivot a dilo Antonina DvoFaka. Cést druha 1878-1890, SNKLHU, Praha 1955, s. 127-152,
a BURGHAUSER, Jarmil: Uvod, in: Marie Cervinkova-Riegrova, Dimitrij. Kritické vydani pfipravil [...], Statni hudebni
vydavatelstvi, Praha 1961, s. 5-71. Druhé verze z roku 1894 vychazela z promény Dvofakova pojeti Dimitrije od
velké opery k hudebnimu dramatu. Do textu (v podobé z roku 1883) skladatel zasahoval sam, a to pouze ur¢itymi
redukcemi. Viz POSPISIL, Milan: Wandlungen der Opernkonzeption bei DvoFak: Zwei Fassungen von Dimitrij
op. 64 (B 127 und B 186) in: The Work of Antonin Dvorak (1841-1904). Aspects of Composition - Problems
of Editing - Reception. Proceedings of the International Musicological Conference Prague, September 8-11,
2004, ed. Jarmila Gabrielova - Jan Kachlik, Institute of Ethnology, Academy of Sciences of the Czech Republic,
Praha 2007, s. 96-101. V Jakobinu (1888) 7adal Dvorak od Cervinkové-Riegrové podstatné zmény déje 2. a 3.
jednani (1894). Posledni doplnék textu pro tuto druhou verzi Jakobina (1897) proved| po smrti libretistky jeji
otec Frantisek Ladislav Rieger. Viz SOUREK, op. cit. v pozn. & 13, s. 291-310. K odlisnostem prvni verze viz
BARTOS, FrantiSek: Pfedmluva, in: Antonin Dvorak: Jakobin, op. 84. [...]. Kritické vydani podle skladatelova
rukopisu |, Spole¢nost Antonina Dvoraka / Statni hudebni vydavatelstvi, Praha 1966, s. V-VI a Supplementy
a Vydavatelskou zpravu tamtéz, Il, s. 705-1169.

14) POSPISIL, Milan: Dvorakova operni predstavivost, Opus musicum, ro¢. 16, 1984, &. 6, s. 182-185; TYZ:
Dramaturgie Dvorakovy velké opery, Hudebni véda, ro€. 29, 1992, €. 2, s. 118-127; anglicky The Evaluation of
the Libretto Suitable for Operatic Treatment in Dvorak’s Grand Opera, in: Antonin Dvorak 1841-1991. Report of
the International Musicological Congress Dobfi§ 171-20" September 1991, ed. Milan PospiSil - Marta Ottlova,
Ustav pro hudebni védu Akademie véd Ceské republiky, Praha 1994, s. 251-262; TYZ: Dramaturgie Dvorakovy
velké operni formy. Duet Mariny a Dimitrije z opery Dimitrij, in: Antonin Dvorak - The Dramatist, ed. Jitka Brabcova
- Jarmil Burghauser, Motyl, Pelhfimov - Divadelni Gstav, Praha 1994, s. 145-165.

15) POSPISIL, Milan: Antonin Dvorak: Dimitrij - was bei der Edition (ibrig geblieben ist, in: Opernedition. Bericht
Uber das Symposion zum 60. Geburtstag von Sieghart Doehring (Schriften zur Musikwissenschaft 12), ed. Helga
Lihning - Reinhard Wiesend, ARE Musikverlag, Mainz 2005, s. 133-147.

16) Partitura nevydana, autograf I. a lll. jednani v Literarnim archivu Pamatniku narodniho pisemnictvi v Praze,
fond Umélecka beseda.

17) Viz napft.: ,Pfes své nevyCerpatelné bohatstvi inspirace (nebo snad pravé proto) se Dvorak v operfe citil
dramaticky slabé a slohové kolisal mezi francouzskou velkou operou (Dimitrij, Armida), Wagnerem (Alfred, Kral
a uhlif, Vanda) a Smetanou (Tvrdé palice, Selma sedlak, Jakobin, Cert a Kaca).“ (,Trotz seines unerschépflichen
Reichtums der Erfindung [oder vielleicht gerade deshalb] hat sich Dvorak in der Oper dramatisch schwach
geflhlt uns im Stil zwischen der frz. groen Oper [Dimitrij, Armidal, Wagner [Alfred, Kénig und Kéhler, Wanda]
und Smetana [Dickschéddel, Bauer ein Schelm, Jakobiner, Teufelskdthe] geschwankt.“) NETTL, Paul: Dvorak,
Antonin, in: Die Musik in Geschichte und Gegenwart, Bd. 3, ed. Friedrich Blume, Barenreiter, Kassel-Basel 1954,
sloupec 1014-1023, zde 1022-1023.
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tvaréim vyzravanim, nikoli s jejich
¢asto povrchnim pfifazovanim
k ,pokrokovému*“ hudebnimu dra-
matu Ci ke ,konzervativni“ ariové
opere. Pestrost druhll v Dvorako-
vé tvorbé svédEi o programovém
budovani ¢eské narodni opery na
pozadi celku evropského 19. sto-
leti (ostatné ve shodé s univerzali-
stickou koncepci Ceské narodni
kultury navrZzenou generaci tzv. fi-
lologického obdobi ¢eského na-

”j’_l_él 2

Komische Ope I in cinem Akl
— Text von D’"Stolba _:‘“

Phabache Ueberrcts i s

—— . ——

rodniho obrozeni, kterou v oblasti —— 'MUSIK —
opery cilevédomé sledoval Sme-
tana).!® Vypovida to jisté téZ o Dvo-
fakové smyslu i schopnostech pro
odlisné operni druhy v ramci prin-
cipu opery uzavienych Cisel, ktery
Dvorak nikdy neopustil, tfebaze
ho riizné modifikoval podle struk-
tury libret a operniho druhu, k né-
muZ se jeho individualni tvarci
¢iny vztahovaly. Hlavni okruhy na-

métud a literarni Zanry libret - ko- g . j

. . . . . . Antonin Dvorak: Tvrdé palice / The Stubborn Lovers, op. 17
medie z Ceske vesnice, ,historic- Klavirni vytah / Vocal score, Simrock, Berlin, 1882
ka“ komedie, historicka resp. NM-CMH-MAD S 226/953

myticka tragédie, pohadka - Dvo-

fak zhudebnuje se zfetelem k zanrovym vychodiskim némecké romantické opery a Spiel-
oper (Kral a uhlir), opéra-comique véetné komické a prostonarodni opery Smetanovy (Tvr-
dé palice, Selma sedlak, Jakobin), historické velké opery (Alfred, Vanda, Dimitrij), pohad-
kové opery (Cert a Kaca, Rusalka) a opery féerie (Armida).2

‘u

ANTON nvolmc

CLAVIEH-AUSZUG.

e

Alle Rechte vorbehalten

Entt SaatHall
Verlag und Eigenthum
N.SIMROCK in BERLIN.

Sféra komické opery je u Dvoraka velice diferencovana. Prvni Dvorakova skladba pro
divadlo uréena k provedeni byla komicka opera Kral a uhlif. Dvorak sam oznacoval jeji
prvni zhudebnéni za ovlivnéné Wagnerem a zejména jeho komickou operou Die Meister-
singer von Nirnberg.*® Dvorak se viditelné snazil odliSit od soudobé ceské operni produkce

18) OTTLOVA, Marta - POSPISIL, Milan: Zum rezeptionsgeschichtlichen Hintergrund der tschechischen
Nationaloper, De musica disserenda, ro¢. 3, 2007, ¢. 1, s. 23-34.

19) K evropskému kontextu opernich druh( ve druhé poloviné 19. stoleti aktualnich pro ptvodni ¢eskou tvorbu
viz DOHRING, Sieghart - HENZE-DOHRING, Sabine: Oper und Musikdrama im 19. Jahrhundert (Handbuch der
musikalischen Gattungen, 13), Laaber-Verlag, Laaber 1997.

20) PRY, Paul: Enthusiasts Interviewed. No. XVII. - ,Pann“ Antonin Dvorak, Sunday Times, London 10. § 1885,
s. 6. PretiSténo in: Rethinking I?vofék, ed. David R. Beveridge, Clarendon, Oxford 1996, s. 281-293. Cesky in:
DOGE, Klaus: Antonin Dvorak. Zivot - dilo - dokumenty, VySehrad, Praha 2013, s. 240-247.
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a predstavit feGeno se Smetanou jako autor ,vazné“, nikoli ,lenkomysiné prace“.?* V této
snaze zaSel Dvorak pfilis daleko, nejen pokud jde o hudbu nadmiru zatéZzkanou a sloZitou
vzhledem k razu operniho pfibéhu, ale téZ vzhledem k moznostem jejiho zvladnuti oper-
nim souborem Prozatimniho divadla.? VSestranné hudebni ukaznéni, ziednoduseni a pro-
jasnéni, k némuz Dvorak dospél kolem roku 1874 nejen ve sféfe opery,” bylo nutnym
krokem jeho zrani, avSak skladatel zde plytval silami na text, ktery za nové zhudebnéni
nestal.?

V sedmdesatych letech 19. stoleti zaCala jako spontanné prijaté ztélesnéni ceské na-
rodni opery vystupovat Smetanova Prodana nevésta. K tomuto vzoru se Dvorak prihlasil
v operach Tvrdé palice a Selma sedlak. Koncept prostonarodni opery z vesnického pro-
stfedi se pro néj ukazal jako pfiliS tésny, a proto se k nému po Tvrdych palicich uz nevratil.
Zadna z jeho ostatnich komickych oper se neomezuje na prostiedi a figury eské vesnice.
UZ v Krali a uhlifi je pro né pfiznaéna polarita lidového a aristokratického svéta. V Selmé
sedlakovi ji Dvorak vyuzil v situacich komickych (zaména ,pani“ za ,sluzku®) i lyrickych
(osobité rozliSeni milostného projevu lidovych postav a kniZete) a dale ji rozpracoval v his-
toricko-komické opefe Jakobin a v pohadkové opefe Cert a Kaca. V Jakobinu je historicky
rozmér pribéhu odehravajicino se v dobé Francouzskeé revoluce vyjadien jednak hudebné-
divadelnim lokalnim koloritem evokujicim ancien régime (menuet, serenada a v prvni verzi
jeSté alegoricka hra a tanec écossaise), jednak historizujicim podanim dé&jovych linii - vaz-
na sféra je vyhrazena aristokracii, komicka méstanstvu. Obé vrstvy jsou charakterizovany
svym vztahem k hudbé jako soucasti jevistniho predvadéni a hudba umoZnuje také jejich
vzajemnou komunikaci. Postavy, které prostfedkuji mezi zamkem a podzaméim, obdobné
jako v ,hudbé“ i v déji plsobi bud dramatickou disonanci jako vrchnostensky urednik,
nebo naopak usiluji o harmonii jako uéitel, a hudbou se nakonec privodi smirné rozuzleni.

Skladba na tragickou historickou latku uplatiovala v tehdejsi hierarchii hudebnédiva-
delnich druhd narok na vrcholnou podobu narodni opery, jejiz zavazny vzor predstavovala
velka opera. Dvorak se s touto vyzvou opakované vyrovnaval jiz od své prvotiny Alfred.
Svédectvim Dvorakovych velkych tviréich ambici a mimoradnych dispozic pro tento druh
je Vanda, ac jejich realizaci postavilo neobratné libreto mnoho prekazek.?> Pfibéh bajné

21) Smetana mél o Dvordkové opefe pronést ,je to vazna prace, plna genialnich napadd, [...] (CECH, Adolf:
Z mych divadelnich paméti, Druzstvo Maje, Praha, s. 90). Naproti tomu o opefe Nevésta husitska od Karla
Sebora Smetana poznamenal, Ze to ,je nad miru lehkomisina prace*; [...] (Smetanovy zapisky ze zaf 1868 in:
Kalendarf koruny Geské na pFestupny rok 1868, Ed. Grégr, Praha s. a.; Narodni muzeum - Ceské muzeum hudby
- Muzeum Bedficha Smetany, inv. €. S 217/1108.)

22) Dvorak zhudebnil libreto Bernarda J. Lobeského (pseudonym Bernarda Guldenera) v roce 1871. Prozatimni
divadlo zacalo operu zkouSet, ale kv(li potizim se zvladnutim dila skladatel partituru vzal zpét, a provedeni
opery se s vyjimkou predehry za Dvorakova Zivota neuskutecnilo. O historii neuskuteénéného uvedeni prvniho
zhudebnéni Krale a uhlife pojednava BERKOVEC, Jifi: Kral a uhlif. Prvni znéni opery z roku 1871 (1988,

nepublikovany referat, strojopis, kopie v drZzeni autora ¢lanku).

23) Ktomu viz GABRIELOVA, Jarmila: Rané tviiréi obdobi Antonina Dvoréka. Studie ke kompoziéni problematice
vybranych instrumentalnich dél, (=Acta Universitatis Carolinae. Philosophica et historica. Monographia, 136)
Univerzita Karlova, Praha 1991.

24) Dvorak zhudebnil stejny text znovu v roce 1874, aniz pfitom pouzil cokoli z hudebniho materidlu prvniho
zhudebnéni. V této podobé byla opera v Prozatimnim divadle prijata a poprvé provedena 24. 11. 1874.

25) Viz HOUTCHENS, Alan: Vanda, in: Antonin Dvofak - dramatik, op. cit. v pozn. €. 7, s. 127-142.
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polské knézny je rozloZzen podle vzoru francouzské velké opery na pét jednani bez do-
stateéného vnitfnino zdlvodnéni. Potencidlné vdécéné operni motivy jako konflikt Vandy
s vybojnou svétskou moci (cizi knize) a s konzervativhim naboZenstvim (pohansky vele-
knéz) nejsou dostateéné vyuZzity a rozpracovany.?® Dvorak nicméné piné vyuZil pestros-
ti a kontrastl libreta k vystiZzeni rozmanitosti scén, pro jejichZ lidové prosté, archaické,
monumentalni, patetické, démonické i zasmusilé ladéni nalezl vZdy pfiléhavy tén a spojil
je do celku s jednotnou obecnou ,slovanskou“ barvou,?” pricemz pater opery tvori velka
tableaux. VypInéni snah o velkou historickou operu v déjinach ¢eské opery znamena Dimi-
trij. Zdafrilou libretni adaptaci ¢inoherni predlohy?® Dvofak podstatné zménil smérem k po-
sileni simultannosti a kontemplativnich momentd, k dramaturgické vyvazenosti polarity
mezi zjevnou jevistni akci a dramatickym dénim odehravajicim se v nitru nejen individual-
nich, ale téZ kolektivnich dramatickych osob. Dvorak zuZitkoval své zkuSenosti z dosavad-
ni operni, kantatové a symfonické hudby v masovych scénach s osmihlasymi dvojsbory,
v nasazeni ruského a polského lokalniho koloritu, v organizaci naslednych a integraci si-
multannich kontrastl v tableaux, v orchestralnim zpfitomnéni prostiedi, v plynulych pre-
chodech citovych stavll a ve formotvorném a vyznamovém vyuziti navracejicich se motiv(
ve Skale od reminiscenci po leitmotivy. Dvorak zde prekonal protiklad mezi historickou
velkou operou a ,pokrokovym“ hudebnim dramatem. Vyrovnani s tradici prfedstavovanou
Meyerbeerem a Wagnerem se uskutecnilo s hlubokym pochopenim pro oba druhy (couleur
locale, tableau, leitmotiv, ,znéjici miceni“).® Dvorak nadto poskytl v evropském méfitku
dldkaz neudrZitelnosti teze o zasadni neslucitelnosti obou hudebnédivadelnich druh(. Ar-
mida predstavuje smérovani pozdni velké opery od historickych latek k mytim, povéstem
a pohadkam a k jejimu druhovému splyvani s drame lyrique. Svou fantasti¢nosti pouka-
zuje k typu opéra féerie. Libreto Armidy v duchu dobovych kosmopolitnich tendenci nepo-
chybné vyhovovalo Dvorakovu zalozeni, protoze umoznilo navazat na Rusalku proménou

26) Otézky literarni predlohy a autorstvi libreta Vandy dosud nebyly zodpovézeny. Viz GABRIELOVA, op. cit.
v pozn. €. 12.

27) Minéna je aplikace estetiky ,couleur locale“, podstatné pro druh grand opéra (Die Couleur locale in der Oper
des 19. Jahrhunderts, [=Studien zur Musikgeschichte des 19. Jahrhunderts - Bd. 42], ed. Heinz Becker, G. Bosse,
Regensburg 1976), a hudebni sjednoceni dila ve smyslu pojmu ,tinta musicale, ktery byl definovan v souvislosti
s Verdim, ale nema platnost pouze pro néj. K tomu viz GERHARD, Anselm: »Tinta musicale«. Flotows »Martha«
und die Frage nach Mdglichkeiten und Grenzen musikalischer Analyse in Opern des 19. Jahrhunderts, in: Archiv
fiir Musikwissenschaft, roé. 61, 2004, ¢. 1, s. 1-18; TYZ: Techniken der Vereinheitlichung: die »tinta musicale«,
in: Verdi Handbuch, ed. Anselm Gerhard - Uwe Schweikert, J. B. Metzler, Stuttgart 2013, s. 234-239. Specialné
K otazce ,slovanské“ barvy v deské hudbé viz OTTLOVA, Marta - POSPISIL, Milan: K repertodru exotismii v Geské
hudbé 19. stoleti, in: Cizi, jiné, exotické v eské kulture 19. stoleti. Sbornik prispévku z 27. sympozia k problematice
19. stoleti Plzen, 22.-24. Gnora 2007, ed. Katefina Blahova a Vaclav Petrbok, Academia, KLP, Praha 2008,
s. 339-352.

28) Marie Cervinkova-Riegrova se inspirovala dramatem Ferdinanda Bretislava Mikovce Dimitr Ivanovié, které
zase vychézelo z dramatického zlomku Friedricha Schillera Demetrius. Viz CERVINKOVA-RIEGROVA, Marie: Dimitrij.
Kritické vydani pfipravil Jarmil Burghauser. (Operni libreta Antonina Dvoraka Il.), Statni hudebni vydavatelstvi, Praha
1961; STICH, Alexandr: O libretu Dvorakova Dimitrije, Hudebni véda, ro¢. 21, 1984, ¢. 4, s. 339-354.

29) K Dvoréakové tviréi recepci Giacoma Meyerbeera viz POSPISIL, Milan: Meyerbeer a Geska opera 19. stoleti,
Hudebni véda, ro¢. 34, 1997, ¢. 4, s. 375-403; rozSitena verze Meyerbeer und die tschechische Oper des
19. Jahrhunderts, in: Meyerbeer und das europaische Musiktheater (=Thurnauer Schriften zum Musiktheater
16), ed. Sieghart Dohring - Arnold Jacobshagen, Laaber-Verlag, Laaber 1998, s. 407-441. K Dvofakovu vztahu
k Richardu Wagnerovi viz GABRIELOVA, Jarmila: Antonin Dvoiék a Richard Wagner, in: Richard Wagner a ¢eska
kultura, ed. Pavel Petranék, Narodni divadlo, Praha 2005, s. 239-248.
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Armidy z pohanské svlidkyné a kouzelnice na milujici Zenu a uplatnit rozvinutou techniku
zvukovych barev na evokaci rytirského, stredovékého, erotického i exotického ovzdusi. Na
pozadi archaizujicino hudebniho postizeni dvojjediného vystupovani duchovniho i bojovné-
ho krestanstvi a exotizujiciho, barvitého obrazu Orientu jako jeho protipélu, jsou ztvarnéna
vnitfni hnuti a konflikty hlavnich postav, a to vyznamnou mérou prostfednictvim obvyklych
opernich Gtvaru. | ve své posledni skladbé pro jevisté pokracuje Dvorak osobitou cestou
vyuzivajici opét jak moznosti hudebniho dramatu, tak opery uzavrenych Cisel, zde s akcen-
tovanim starsich formovych tradic.>®

Pro Dvorakovu pozdni tvorbu je urcujici Gzky vztah mezi zalibou v pohadkovych latkach
a tendenci k hudebni koloristice, ktery se projevil v evropské opefe koncem 19. stoleti
pravé tak jako v symfonické basni. Dobova kritika citila, Ze po symfonickych basnich podle
Erbenovy Kytice je Dvorak ,zvan Siroce otevienymi dvefmi do operni tvorby“.3! V Certovi
a Kace se v duchu Ceské pohadky spojuje Ziva vzpominka na socialni konflikty v dobé
roboty s nadpfirozenym svétem, trestajicim viniky a odménujicim spravedlivé. Vystizné
zobrazeni svéta vesnican(l v prostfedi posvicenské hospody a vrchnosti v opusténém zam-
ku vrcholi fantasticky grotesknim obrazem pekla v jeho ambivalenci smésnosti a hrlzy.
Podobné& jako Selmu sedlaka Dvofak postavil na zakladé taneénich prvk(, tak i v Certovi
a Kace jsou Clenicim a sjednocujicim elementem jevisStniho déni, postaveného do znacné
miry na pantomimé, plochy tanecnich stylizaci. Pro zhudebnéni nerymovanych versu nalezl
Dvorak pregnantni vyjadreni zkratkovitymi prvky hudebni feci®? a vyuzil i nékolika pfilezi-
tosti k nasazeni ariovych zpévl. Dvorakovu tviréimu naladéni pro Zanr balad a pohadek
vySla idedlné vstfic Rusalka svym prfibéhem nenaplnéné lasky vodni vily k ¢lovéku, zma-
fené nasledkem neschopnosti komunikace mezi nepratelsky rozdélenymi svéty pfirody
a lidi.® Impresionisticka barevnost symfonickych basni podle Erbenovy Kytice, groteskni

30) Viz DOHRING, Sieghart: DvoFaks Armida und die spéte Grand opéra, in: Antonin Dvofak 1841-1991,
op. cit. v pozn. €. 14, s. 263-269; JUNG, Hermann: Grand opéra versus Musikdrama: Zu Antonin Dvoraks letzter
Oper Armida (1902-1903), in: The Work of Antonin Dvorak (1841-1904). Aspects of Composition - Problems of
Editing - Reception. Proceedings of the International Musicological Conference Prague, September 8-11, 2004,
ed. Jarmila Gabrielova - Jan Kachlik, Institute of Ethnology, Academy of Sciences of the Czech Republic, Prague
2007, s. 102-110.

31) ,[...] ein weit offenes Thor einladend vor ihm [steht]: die Oper.“ HANSLICK, Eduard: Aus neuer und neuester
Zeit. (Der modernen Oper IX. Teil.), Allgemeiner Verein fir Deutsche Litteratur, Berlin 21900, s. 80-87, zde s. 86.
Citovano podle LUDVOVA, op. cit. v pozn. &. 2, s. 355.

32) Blizkost k Janackové zhudebiovani fedi spatiuji BURGHAUSER, Jarmil: Cert a Kaca, in: Antonin Dvorak, Cert
a Kaca, op. 112. [...] Kritické vydani podle skladatelova rukopisu, Spoleénost Antonina Dvofaka/Editio Supraphon,
Praha 1972, s. V-VI, zde s. VI, a BERKOVEC, Jifi, in: Antonin Dvorak: Cert a Kaca. Opera o 3 déjstvich op. 112.
Libreto Adolf Wenig. Supraphon, Praha [1980], s. [2-3]. Odmitavé se k takovému nazoru stavi VYSLOUZIL, JiFi:
Zwischen ,Wagnerianismus*“ und ,Smetanianismus“? Reflexion (ber Genre und Stil von Dvoraks Oper ,Der
Teufel und Kéthe*, in: Musical Dramatic Works by Antonin Dvofak, ed. Markéta Hallova - Zuzana PetraSkova -
Jarmila Veverkova-Tauerova, Ceska hudebni spoleénost, Praha 1989, s. 109-113.

33) Kanalyze Rusalky a k jejimu postaveni v literarnim a hudebnim kontextu fin de siécle viz HAESLER, Ludwig: Zur
psychischen Entwicklung und Dynamik in Dvoraks Rusalka, in: Antonin Dvorak 1841-1991, op. cit. v pozn. ¢. 14,
s. 171-181; CLAUDON, Francis: Rusalka et le drame symboliste européen, tamtéz, s. 123-128; GABRIELOVA,
Jarmila: Poznamky k Dvorakové opere Rusalka, in: Taz: Antonin Dvorak a soucasnici. Referaty z hudebné historického
seminare, Nadace Hudebniho festivalu Antonina Dvoraka, Pfibram 1998, s. 87-97; GALMICHE, Xavier et BANOUN,
Bernard: Le nihilisme de la passion, in: Antonin Dvorak. Rusalka. Conte lyrique en trois actes. Livret de Jaroslav
Kvapil [Program], Opéra National de Paris 2001-2002, s. 49-55; GALMICHE, Xavier: <Comme des violons qui
sanglotent» La langue de la nature comme modéle de communication infraverbale chez Jaroslav Kvapil, librettiste
de la Rusalka d’Antonin Dvorak, Hudebni véda, ro¢. 42, 2005, ¢. 3-4, s. 283-290.
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Antonin Dvorak - operni skladatel

a lidové komickeé tény Certa a Kadi se v Rusalce obohacuji o pIné rozeznélou lyrickou stru-
nu. Dvorak odliSil pfirodni svét lesa, vody a jejich bytosti neobvyklymi harmonickymi a in-
strumenta¢nimi barvami od svéta lidi, charakterizovaného tradi¢nimi postupy a vystizné
rozliSeného na postavy vazné a komické. Dvorakova tviiréi osobitost se v Rusalce projevuje
ve zralé syntéze. Dvorak dosahl v orchestralni tkani Rusalky, zaloZzené na diimysiné praci
s velmi markantnimi pfiznacnymi motivy, prohloubené a zjemnélé vymluvnosti v liceni jak
atmosféry prostredi a viditelnych déjl, tak v tlumoceni vnitfnich hnuti postav. Na symfonic-
kém podkladé Dvorak pojednava libreto sice ve shodé s jeho stavbou zejména v dialozich
znacné uvolnéné, avsak v celkovém puldoryse ve zietelném ¢lenéni do obvyklych opernich
Gtvarl. V sélovych zpévech utvarenych od volné scény pres arioso k melodicky i formové
zaokrouhlenym UGtvardm jednovété (strofické a tfidilné) a dvouvété arie, dominuje citové
intenzivni a charakterové vyrazna vokalni melodika.

Hlavni pfinos Dvoraka jako operniho skladatele v evropském méfitku spociva v tom, ze

- spolu se Smetanou vytvoril komickou operu spojujici vazné momenty s veselymi v du-
chu opéra-comique (aniz prejal jeji konstitutivni znak stfidani hudebnich ¢isel s mluve-
nou prézou) jako osobity typ ¢eské narodni opery 19. stoleti (Kral a uhlif, Tvrdé palice,
Selma sedlak, Jakobin), ktery pfekonaval krizi, v niz se ocitla komicka opera ve dru-
hé poloviné 19. stoleti mezi previadajicimi sméry opery vazné (Musikdrama, drame
lyrique, melodramma) a opery burleskni (opéra bouffe, opereta);

- dokazal nejen adaptovat, ale svébytné rozvinout koncepci velké opery, predevsim his-
torické opery Meyerbeerovy (Vanda, Dimitrij), i jedné z jejich pozdéjSich variant - opéra
féerie - pro vytvoreni tragické opery (Armida);

- obohatil pohadkovou operu jako jeden z dllezitych typl vyvoje opery powagnerovské
etapy o jedineéné momenty latkové a vyrazové (Cert a Kaca), prohloubil ji k zavaZnosti
odpovidajici symbolistickému dramatu (Rusalka) a ucinil z ni dalsi druh typicky pro ¢es-
kou narodni operu;

- z vychodiska symfonického pojednani operniho orchestru sluéoval operu uzavienych
Cisel s podstatnym principem Wagnerova hudebniho dramatu, spojoval vyraz zpivaného
tonu v zaokrouhlené melodii s orchestralnim komentarem priznaénych motiva a pfispél
tim do vyvoje opery druhé poloviny 19. stoleti, ktery se vyznacuje rozvolnénim a interna-
cionalizaci opernich druhu, svébytnou a slohové jednotnou syntézou, jez vychazela od
nabéhd v ranych operach a pokracovala pres meznik v Dimitriji az k vrcholu v Rusalce.
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Antonin Dvorak:
The Opera Composer

MILAN POSPISIL

Antom‘n Dvorak (1841-1904) has achieved international recognition as a composer of
instrumental music but not of Czech national opera. Like Bedfich Smetana, he built
up a Czech national opera with a diversity of operatic genres. He dealt with various stimuli
including, in particular, German Romantic opera, opéra-comique including Smetana’s
comic and folk operas, historical grand operas, and fairytale operas. Dvorak approached
opera from the departure point of a symphonic conception of the opera orchestra. His
contribution on a Europe-wide scale consists of his own original merger of opera with
self-contained numbers with the Wagnerian principle of orchestral commentary and his
enriching of fairytale opera with instances of unique material and expression.

Antonin Dvofak - Bedfich Smetana - Marie Cervinkova-Riegrova - Prague - Vienna -
19" century opera - Czech national opera - grand opéra - opéra-comique - fairytale
opera - music drama (Musikdrama) — number opera

In his very last interview, Antonin Dvofak himself said that from the beginning, he had
regarded the creative path of opera as his main field of composition. “l wanted to dedicate
myself with all my might [...] to composing opera. Not, perhaps, out of some vain desire
for fame, but because | regard opera as the most suitable genre for the nation as well. [...]
People regard me as a symphonist, but | have long ago proven my predominant tendency
towards creating dramatic works.”*

Dvorak himself thus hints at the ambivalence of his reputation as an opera composer
in his own country and even more so on an international scale. To a considerable extent,
his reputation depended on the reception of his operatic works, and that reception was
determined in Bohemia by the only theatre in Prague performing operas in Czech. All of
the premieres of Dvorak operas between 1874 and 1904 were produced by the opera
company of the Royal Czech Provincial Theatre (known as the Provisional Theatre from
1862 and as the National Theatre from 1881) in Prague. The other Czech opera stages

This work was financially supported by Ministry of Culture of the Czech Republic (DKRVO 2014/40, National
Museum, 00023272).

1) ,lch wollte mich mit allen Kraften, [...] dem Opernschaffen widmen. Nicht etwa aus eitler Ruhmsucht,
sondern aus dem Grunde, weil ich die Oper auch fur die Nation fur die vortheilhafteste Schépfung halte. [...] Man
erblickt in mir den Symphoniker, und doch habe ich schon vor langen Jahren meine Gberwiegende Neigung zum
dramatischen Schaffen bewiesen.” [-al.]: Bei Meister Dvorak, Politik, Vol. 43, No. 59, 28 Feb. 1904, pp. 7-8. It
appeared in a truncated form in Die Reichswehr, No. 3612, 1 March 1904, p. 7. That version has been published
in Czech in: DOGE, Klaus: Antonin Dvorak. Zivot - dilo - dokumenty (Antonin Dvorak. Life - Works - Documents),
VySehrad, Prague 2013, pp. 251-253.

16 B Musicalia 1-2 / 2014



in operation in Pilsen (beginning in o 'vf

1868) and Brno (beginning in 1884) ;ﬁﬁniglirhes &Dfﬂlt&ttf
were of a strictly local character and Dienftag, den 24, Detober 1852, X
could not compete with Prague in Zum ersten Male:

terms of their importance. If, for some @Er %uuer ei“ @mmelm‘

reason, an originally Czech opera was
Komifde Oper in ami lten von F O, ﬂrl'ﬂv, ind Dentjdye

not successful at its premiere, the e iberfept von 6. Jiinge
consequences for its future tended to “,g,[:? z“f':,ﬁf: -
be fatal. Publication of at least a piano e N e
Tir Barenin - - - — frdml. Keuiber.
reduction was an important prerequisite :,;f;': ;;;-mmgr S o i
for an opera to find its way abroad, and Gorrly o m-ﬂ:-"«“hfn'-'fhm_z i Aﬁ}:ﬁi
such publication in turn depended on A N i 1174
. . . . . " Tl bee Dandinug; Fin (ud ded Barsnd in Obervieerside  Beni Wil e vorirm Sagrpmunesia.
achieving success in the capital city of S preen 1 Divertfement (AR, rcenge sem eren Bl L l1er,
lllmrm riwl. Jint, afat e, o fimel
the monarchy. In the 19" century, the 5‘; ':“ Soprdo D 11 e Gettae
. . rand Ballabile,
success, regardless of its magnitude, gt e o Sactacler & D g .-:Ill-;'_mc.r.u,
of a new opera at the Czech theatre Rus b 1. W 10 Dinmien Ganfe
in Prague, a provincial city of Austria- ' LR L L
-Hungary, was of no significance fOI"ItS s P e s
renown abroad, as Eduard Hanslick _,i;;m:%.._;”;g it i- :;.:ﬁ...v-... s
attests: “For the absolute evaluation of Bi: mmmmbiam 02 ...._..;.;:-':,-_: e
M IV, g . e 1 rigse u.an-am.','l.::
a work of art, of course, such a success "“mua“%”‘“"“m..._.- ¢ Ll | " S
. hmblwnhimmmmm-mi-ﬁm
in a Czech theatre means about.as e s oo, bentigen Borfeien
much as the furor over some Hungarian Rrgeriale:
national opera in Pest.”? In spite of .,.‘“‘“"‘M Y Neustadt.
isolated productions of their operas ..m": wﬁ;:,mmh.,_m,w“
Romiftye Cper 1 v Bliw | M an u III
abroad, both Smetana (The Bartered | S e
Bride in St Petersburg in 1871 and in Staffencroffuumg lméu ‘()iinlui W7 U, anﬂmg 7 Ubr.
Zagreb in 1873 and The Two Widows ._M..i..v.w?.wm—?_—

in Hamburg in 1881) and Dvofak (The  Antonin DvoFak: Der Bauer ein Schelm (Selma sedlék) /
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2) ,Fur den absoluten Werth des Kunstwerkes will solcher Erfolg im czechischen Theater ungefahr so viel
bedeuten, wie das Furore einer national-ungarischen Oper in Pest.“ Ed. H.: Dvorak’s Oper ,Dimitrij“, Neue
Freie Presse, 17 Oct. 1882, No. 6517, pp. 1-3, quote on p. 3. Printed in Czech in: LUDVOVA, Jitka: Dokonaly
antiwagnerian Eduard Hanslick. Paméti / Fejetony / Kritiky / Vybor z dila (The Perfect Antiwagnerian Eduard
Hanslick. Memoirs / Essays / Reviews / Selected Works), Editio Supraphon, Prague 1992, pp. 268-273,
quote on p. 273.) The publisher Fritz Simrock expressed directly to Dvorak his disregard for the success of
the composer’s opera in a Czech theatre: “You are letting yourself be influenced too much by the joy of your
Bohemian friends, my dear friend, but consider, those are just superficial matters; only Germany has helped you,
and only Germany can and will continue to help.” (,Sie lassen sich zu sehr durch die Freude Ihrer bohmischen
Briider beeinflussen, lieber Freund! Aber bedenken Sie, daf das alles nur AuBerlichkeiten sind und daf nur
Deutschland lhnen geholfen hat und auch nur weiter helfen kann und wird.“) Fritz Simrock to Antonin Dvorak,
18 Oct. 1882, cit. from Antonin Dvorak. Korespondence a dokumenty. Kritické vydani. Svazek 5. Korespondence
prijata 1877/1884 (Antonin Dvorak. Correspondence and Documents. Critical Edition. Volume 5. Received
Correspondence 1877/1884), ed. Milan Kuna, Editio Supraphon, Prague 1996, pp. 401, 400.
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success in Vienna (The Bartered Bride and Dalibor performed by the National Theatre in
Prague at the International Music and Theatre Exhibition in 1892) as well as Janacek’s
(the production of Jentfa at the kaiserlich-konigliche Hof-Operntheater in Vienna in 1918)
opened up their path to the theatres of German-speaking countries and from there onwards
to other countries. On the other hand, the failure of The Cunning Peasant in Vienna 1885
and the relative lack of success of Dimitrij at the aforementioned international exhibition
in 1892 not only undermined international recognition of Dvorak’'s operas, but also
contributed towards spreading the opinion that Dvorak lacked ability for opera.®

Given the political situation and the relationships between nationalities in Austria-
-Hungary with both latent and manifest aversion of the privileged German ruling class
towards the dismissively viewed cultural and political ambitions of the Slavonic nationalities,
Dvorak undoubtedly would only have been able to make a breakthrough as an opera
composer with the effective support of the management of the Court Opera in Vienna
if he were to have presented himself as an Austrian rather than as a Czech composer of
operas translated into German.* The discrepancy between the period reception of Dvorak
the instrumental composer and Dvorak the opera composer is incomprehensible even
when taking this perspective into account, and its justification on the grounds of unequal
quality between his two spheres of creative work is specious. Just as in the 19" century
the musical culture of a nationality newly taking shape as a society was not regarded as
complete if it lacked the creating of what was regarded as the supreme musical genre -
national opera,® likewise only the acceptance of Dvorak’s operatic works would mean his
recognition as an explicitly Czech composer.®

3) FrantiSek Adolf Subert, the executive director of the Prague’s National Theatre, published reviews in Czech
and German of the theatre’s performances immediately after returning from Vienna: SUBERT, FrantiSek Adolf:
Ceské Narodni divadlo na prvni mezinarodni hudebni a divadelni vystavé ve Vidni r. 1892 (The Czech National
Theatre at the First International Music and Theatre Exhibition in Vienna in 1892), Druzstvo Narodniho divadla
(National Theatre Consortium), Prague 1892; SUBERT, FrantiSek Adolf: Das béhmische Nationaltheater in der
ersten internationalen Musik- und Theaterausstellung zu Wien 1892, Nationaltheater-Consortium, Prag 1892.

4) Simrock and Hanslick tried to persuade Dvofak to set German texts to music. The general director of
the Court Opera in Vienna Leopold Friedrich von Hofmann asked Dvofak through Hanslick whether he might
wish to compose an opera based on a libretto by Hugo Wittmann for the 1885 or 1886 season. See Eduard
Hanslick to Antonin Dvorak, 3 May 1884, in: Antonin Dvorak. Korespondence a dokumenty (Correspondence
and Documents). Critical Edition. Volume 5. Received Correspondence, 1877/1884, ed. Milan Kuna, Editio
Supraphon, Prague 1996, pp. 443, 444. Also indicative of efforts to get Dvorak to compose operas with German
texts are notes written by Marie Cervinkova-Riegrova, e.g. 22 Feb. 1883: “Father [FrantiSek Ladislav Rieger] was
talking mostly about Hoffman, the general director, who had told Dvofak: ‘I have sent him (i.e. Dvorak) three texts
myself,” and you can see from it all how glad they would be to get him to compose music for a German text.”
See CERVINKOVA-RIEGROVA, Marie: Zapisky | (1880-1884) (Notes | [1880-1884]), ed. Milan Vojagek, Narodni
archiv - Scriptorium (National Archives - Scriptorium publishing house), Prague 2009, p. 356. Also see KUNA,
Milan: Vztahy Antonina Dvoraka k Vidni (Antonin Dvorak’s Relationship with Vienna), Hudebni rozhledy (Musical
Perspectives), Vol. 41, 1988, No. 5, pp. 234-237. Concerning Dvorak’s national identity with regard to his own
attitudes and their reception, see GABRIELOVA, Jarmila: Antonin Dvoiéak as a Czech National Composer? Notes
on How His Work and Personality Were Received, in: National identity/ies in Czech music, ed. Lenka Dohnalova,
Arts and Theatre Institute, Prague 2012, pp. 43-51.

5) The guest appearance of Prague’s National Theatre in Vienna in 1892, at which the Czechs presented
themselves as a modern, educated, and productive people, and therefore it was not merely a cultural, but
also a political event that became the subject of debate at the Imperial Council. For more information about
this, see OTTLOVA, Marta - POSPISIL, Milan: Zum rezeptionsgeschichtlichen Hintergrund der tschechischen
Nationaloper, De musica disserenda, Vol. 3, 2007, No. 1, pp. 23-34.

6) Inthe efforts of Czech political representatives to achieve a political conciliation between the Czech majority
and the German-speaking minority of the population of the lands of the Bohemian crown, the struggle to achieve
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Antonin Dvorak: The Opera Composer

Dvorak’s original approach to operatic genres is, of course, based on his creative
background as a symphonist, which manifests itself in his operas from the beginning
through his significant handling of the orchestra. Already in his first version of King and
Charcoal Burner, Dvorak achieves more fitting characterization through the orchestra
than through his handling of the vocal parts, as he is still working towards a more lyrical
use of the voice and the union of the poetic word with music.” In fact, the critics of the
day heard a “heavy symphonic style” in his comic operas The Stubborn Lovers and The
Cunning Peasant.® With his symphonic conception of the opera orchestra, especially in
comic operas Dvorak creates a structural foundation for dialogue passages with the use
of dance elements as a means of unifying and joining scenes. The orchestra is assigned
an important function for creating the atmosphere of the environment of the action
beyond the role of providing local color. Dvorak’s virtuosity at orchestral coloring and his
expressiveness made possible his evocative portrayals and contrasted differentiation of
various environments, especially in operas based on fairytales and fanciful subjects (The
Devil and Kate, Rusalka, Armida).

The symphonic conception of the opera orchestra almost naturally invites the adoption
of Wagner’s system of leitmotifs, but Dvorak’s handling of characteristic motifs cannot be
correlated solely to Wagner, because it is also based on motivic techniques extending beyond
the dimensions of a self-contained number as was found in operas before or at the same
time as Wagner (especially grand opéra). The characteristic transformations of the main

full equality for the Czech language vis-a-vis German became an exceptionally explosive question that even led,
after the Badeni language ordinances of 1897 for example, to aggressive demonstrations, the declaration of
a state of emergency, and the fall of the government. Given such a situation, there can be no question of neutrality
in matters such as the nationality claimed by Czech opera composers through the choice of the language being
set to music, what audience they were primarily addressing, and what theaters they chose for their premieres;
quite to the contrary, these were very relevant questions for their reception. This can be documented on the basis
of the controversy surrounding Karel Weis’s opera Der polnische Jude, composed to a German text and premiered
at Prague’s New German Theatre (Neues deutsches Theater) in 1901, or on the basis of the unfriendly attitude
of public officials of the First Czechoslovak Republic towards Oskar Nedbal because he had worked in Vienna
and had composed operettas with German texts. Regarding Weis, see PETRANEK, Pavel: Karel Weis, Polsky Zid.
Opera o dvou déjstvich. Premiéra 3. 3. 2001 ve Statni opere Praha (Karel Weis, The Polish Jew. An Opera in
Two Acts. Premiere on 3 March 2001 at the Prague State Opera), Prague State Opera, Prague 2001; regarding
Nedbal, see BUCHNER, Alexander: Oskar Nedbal, Panton, Prague 1986.

7) Dvorak first set a libretto by Bernard J. Lobesky (=Bernard Guldener) to music in 1871, then for a second
time in 1874. For a comparison of the first and second musical setting, see SMACZNY, Jan: Krél a uhlif | x Il (King
and Charcoal Burner | versus ll), in: Antonin Dvorak - dramatik (Antonin Dvorak - Dramatist), ed. Jitka Brabcova
- Jarmil Burghauser, Motyl, Pelhfimov - Divadelni Gstav (Theatre Institute), Prague 1994, pp. 63-123.

8) “[...] the orchestra is the domain dearest to him, and all of his musical thinking is polyphonic, symphonic.
Nor are these characteristics absent in the opera we are now discussing [The Cunning Peasant]; [...]* See
HOSTINSKY, Otakar: Pivodni novinky Seské zpévohry (Original New Czech Operas), Osvéta (Enlightenment),
Vol. 8, 1878, pp. 744-750, quote on p. 747); “[...] the composer has not shaken [his] habitual manner of heavy,
sometimes excessively pathos-laden writing.” See [PIVODA, Frantisek]: Opera ,Selma sedlak“ (The Opera “The
Cunning Peasant”), Hudebni a divadelni véstnik (Music and Theatre Bulletin), Vol. 1, 10 Feb. 1878, No. 29,
pp. 227-229, quote on p. 229; “is not the ballet number in d minor in act Il more of a symphonic scherzo than
dance music in an opera?” (,Ist nicht der D-moll-Satz des Balletts im zweiten Akte mehr ein Symphonie-Scherzo
als eine Opern-Tanzmusik?“) See HANSLICK, Eduard: Am Ende des Jahrhunderts (Der Modernen Oper 8. Theil.),
Allgemeiner Verein flr deutsche Litteratur, Berlin 1899, pp. 132-140, quote on p. 138. Quoted in Czech from
LUDVOVA, op. cit. in footnote no. 2, p. 286.
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motifs for characters from Vanda through Armida is related to Lisztian motivic transformation,
which had already been applied to opera before Dvorak by Smetana, especially in Dalibor.®
From the beginning, Dvorak applied a formative technique of working with motifs, gradually
expanding and deepening it into orchestral commentary climaxing with Rusalka.°

A particular problem with Dvorak’s early operas arises from the weakness of the Czech
dramatic literature being produced at the time by authors who, furthermore, undervalued
the creating of librettos. Among such writers, a composer of Dvorak’s stature could scarcely
find an adequate partner. It was in Marie Cervinkova-Riegrova that he found for the first
time a collaborator who was capable and cooperative, if perhaps also still inexperienced.
Above all, Czech men of letters still had not realized Dvorak’s greatness, and they dared
to write librettos for him that were linguistically clumsy and, most importantly, dramatically
defective; after a successful exposition of the material, they have difficulty developing
conflict and achieving a resolution, and they do not succeed even at drawing grateful
operatic situations and characters from the material (King and Charcoal Burner, Vanda,
The Cunning Peasant).!* The lack of sources prevents a determination of whether Dvofak
actually received the libretto for The Cunning Peasant uncritically, or whether the version
set to music already encompassed the composer’s attempts at correcting dramatic
defects.'?> One of the important reasons why Dvorak reworked already finished and
produced operas was to correct their dramatic deficiencies caused by the librettos, and
the persons adapting the original texts succeeded at this to varying degrees.** Among the

9) ZVARA, Vladimir: Priznacné motivy v Smetanovom Daliborovi (Characteristic Motifs in Smetana’s Dalibor),
Hudebni v&da (Musicology), Vol. 29, 1992, No. 4, pp. 316-325; OTTLOVA, Marta - POSPISIL, Milan: Smetana
und Liszt. Die Neudeutsche Schule und die tschechische Nationalmusik, in: Liszt und Europa (=Weimarer Liszt-
-Studien, 5), ed. Detlef Altenburg and Harriet Oeler, Laaber-Verlag, Laaber 2008, pp. 265-274.

10) See GABRIELOVA, Jarmila: Leitmotivik und symphonische Struktur in Antonin Dvoiéks Dimitrij, in: Gedenkschrift
flr Walter Pass, ed. Martin Czernin, Hans Schneider, Tutzing 2002, pp. 507-538. Regarding the handling of
characteristic motifs in Rusalka, see in particular: WORNER, Karl Heinrich: Das Zeitalter der thematischen
Prozesse in der Geschichte der Musik (=Studien zur Musikgeschichte des 19. Jahrhunderts, 18), Gustav Bosse
Verlag, Regensburg 1969, chapter: Modelvarianten in DvoFaks Oper Rusalka, pp. 141-146; SCHLADER, Jirgen:
Maérchenoper oder symbolistisches Musikdrama? Zum Interpretationsrahmen der Titelrolle in Dvoraks ,Rusalka“,
Die Musikforschung, Vol. 34, No. 1, pp. 25-39; OTTLOVA, Marta: Balada v Dvofakové a Kvapilové Rusalce (The
Ballad in Dvofak’s and Kvapil's Rusalka), Hudebni véda (Musicology), Vol. 34, 2002, No. 4, pp. 351-359; in
German: Die Ballade in Kvapils und Dvoraks Rusalka, in: Blhnenklange. Festschrift flr Sieghart Déhring zum
65. Geburtstag, ed. Thomas Betzwieser et al., G. Ricordi & Co., Mlnchen 2005, pp. 265-275.

11) Regarding the problems of the librettos in question, see BURGHAUSER, Jarmil: Uvod (Introduction), in:
Bedfich Guldener - Véaclav Juda Novotny: Kral a uhlif. Kritické vydani pfipravil [...] (King and Charcoal Burner.
Critical Edition prepared by [...]), Statni nakladatelstvi krasné literatury hudby a uméni (State Publishers of
Literature, Music, and Art, hereinafter SNKLHU), Prague 1957, pp. 5-33; GABRIELOVA, Jarmila: K mozZnym
predloham libreta Dvorakovy opery Vanda a k jeho dramatické vystavbé (Concerning Possible Sources for the
Libretto of Dvorak’s opera Vanda and its Dramatic Construction), Hudebni véda (Musicology), Vol. 49, 2012,
No. 3, pp. 233-246; POSPISIL, Milan: (Antonin Dvorak. The Cunning Peasant, text accompanying a phonograph
recording), in: Antonin Dvorak. The Cunning Peasant, Supraphon, Prague 1987, p. 4.

12) Concerning Dvorak’s adaptation of an already existing and published libretto Alfred der GroRe by Carl
Theodor Korner, see SMACZNY, Jan: Dvorak and Alfred: A first operatic endeavor surveyed, in: Antonin Dvorak
- The Dramatist, ed. Jitka Brabcova - Jarmil Burghauser, Motyl, Pelhfimov - Divadelni Ustav (Theatre Institute),
Prague 1994, pp. 23-48.

13) The composer entrusted the reworking of the text for King and Charcoal Burner during the revisions of
the second version (of 1874) to Vaclav Juda Novotny (1887; Guldener, the author of the original text, had died
by then). Concerning this, see SOUREK, Otakar: Zivot a dilo Antonina Dvoféka. Cést prvni 1841-1877 (The
Life and Work of Antonin Dvorfak. Part One 1841-1877), SNKLHU, Prague 1954, pp. 122-136, 201-209, and
BURGHAUSER, op. cit. in footnote no. 11. In the case of Vanda, in spite of certain initial efforts in collaboration
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operas up to The Jacobin, only The Stubborn Lovers and The Cunning Peasant did not
undergo this process, apparently mostly because their form had already been fixed by
publication. Beginning with Dimitrij, it has been documented that Dvorak intervened to
varying degrees in the structure of librettos from the start of the compositional process,
including from the perspective of the possible application of the dramatic resources of
opera.** Dvorak asked librettists to provide detailed descriptions of the action on stage, for
example in the form of a sort of director’s guide, a livret de mise en scéne, for Dimitrij,*®
but this is also shown by the detailed notes for the stage director in the score of King and
Charcoal Burner.*® This demonstrates not only Dvorak’s knowledge of practice in the most
advanced operatic cultures of his era, but also, above all, his understanding of opera
as the setting to music not of words, but rather of the presented action on stage, the
situation, and the stage design.

The diversity of genres among Dvorak’s operatic works is sometimes interpreted as
a manifestation of wavering between different paths.!” The differences in quality among

with Josef Srb-Debrnov (who also translated the libretto into German) around 1880, no dramaturgical changes
were made, possibly in part because no more performances took place during Dvorak’s lifetime, and even the
plans to publish of the whole opera fell through (see HOUTCHENS, Alan: Vanda, in: Antonin Dvorak - Dramatik, op.
cit. in footnote no. 7, pp. 127-142). Dvofak asked the librettist Cervinkova-Riegrova to make changes to act IV of
the first version of Dimitrij (from 1882) initially at the suggestion of Eduard Hanslick (1883). Regarding this, see
SOUREK, Otakar: Zivot a dilo Antonina Dvoféaka. Cast druha 1878-1890 (The Life and Work of Antonin DvoFak.
Part Two 1878-1890), SNKLHU, Prague 1955, pp. 127-152, and BURGHAUSER, Jarmil: Uvod (Introduction), in
Marie Cervinkova-Riegrova, Dimitrij. Kritické vydani pfipravil [...] (Critical Edition prepared by [...]), Statni hudebni
vydavatelstvi (State Music Publishers), Prague 1961, pp. 5-71. The second version dated 1894 is based on
Dvorak’s changed conception of Dimitrij from a grand opera to a music drama. The composer himself made
alterations to the text (in the version from 1883), but only to the extent of certain reductions. See POSPISIL, Milan:
Wandlungen der Opernkonzeption bei Dvorak: Zwei Fassungen von Dimitrij op. 64 (B 127 und B 186) in: The
Work of Antonin Dvorak (1841-1904). Aspects of Composition - Problems of Editing - Reception. Proceedings
of the International Musicological Conference Prague, September 8-11, 2004, ed. Jarmila Gabrielova - Jan
Kachlik, Institute of Ethnology, Academy of Sciences of the Czech Republic, Prague 2007, pp. 96-101. In The
Jacobin (1888), Dvorak asked Cervinkova-Riegrova to make substantial changes to the action in acts Il and Il
(1894). After the librettist's death, her father FrantiSek Ladislav Rieger made the last addition to the text for
this second version of The Jacobin (1897). See SOUREK, op. cit. in footnote no. 13, pp. 291-310. Regarding
differences from the first version, see BARTOS, FrantiSek: Foreword, in: Antonin Dvorak: Jakobin, op. 84. [...]1.
Critical edition based on the composer’s manuscript, |, Antonin Dvorak Society / Statni hudebni vydavatelstvi
(State Music Publishers), Prague 1966, pp. V-VI and Supplements and Editor’s Report, ibid., Il, pp. 705-1169.
14) POSPISIL, Milan: Dvorakova operni pFedstavivost (Dvofak’s Operatic Imagination), Opus musicum,
Vol. 16, 1984, No. 6, pp. 182-185; POSPISIL: Dramaturgie Dvorakovy velké opery, Hudebni véda (Musicology),
Vol. 29, 1992, No. 2, pp. 118-127; in English: The Evaluation of the Libretto Suitable for Operatic Treatment
in Dvorak’s Grand Opera, in: Antonin Dvorak 1841-1991. Report of the International Musicological Congress
Dobfi§ 17t-20t September 1991, ed. Milan Pospisil - Marta Ottlova, Ustav pro hudebni védu Akademie véd
Ceské republiky (Institute of Musicology of the Czech Academy of Sciences), Prague 1994, pp. 251-262;
POSPISIL: Dramaturgie Dvoidkovy velké operni formy. Duet Mariny a Dimitrije z opery Dimitrij (The Dramaturgy
of Dvorak’s Grand Opera Forms. The Duet of Marina and Dmitrij from the Opera Dimitrij), in: Antonin Dvofak
- The Dramatist, ed. Jitka Brabcova - Jarmil Burghauser, Motyl, Pelhfimov - Divadelni Ustav (Theatrical
Institute), Prague 1994, pp. 145-165.

15) POSPISIL, Milan: Antonin Dvorak: Dimitrij - was bei der Edition (ibrig geblieben ist, in: Opernedition. Bericht
Uber das Symposion zum 60. Geburtstag von Sieghart Doehring (Schriften zur Musikwissenschaft 12), ed. Helga
Lihning - Reinhard Wiesend, ARE Musikverlag, Mainz 2005, pp. 133-147.

16) The score has not been published; the autograph manuscript of acts | and Il are in the Literature Archives
of the Museum of Czech Literature in Prague, collection of the Umélecka beseda (Arts Forum).

17) E.g., see: “Despite his inexhaustible wealth of inspiration (or perhaps even because of it), in opera Dvorak
felt himself to be weak dramatically, and he wavered stylistically between French Grand Opera (Dimitrij, Armida),

Musicalia 1-2 / 2014 W 21



Milan Pospisil

Dvorak’s musical theatre works are related primarily to his creative maturing, and not
to their often superficial classification as ‘progressive’ music dramas or ‘conservative’
number operas. The variety of genres in Dvofak’s works is indicative of the systematic
creation of Czech national opera against the background of 19"-century Europe as
a whole (also corresponding to the universalistic conception of Czech national culture
proposed by the generation of the so-called philological period of the Czech National
Revival, which Smetana deliberately followed in the area of opera).'® This also certainly
demonstrates Dvorak’s feeling and ability for various operatic genres within the framework
of the principle of opera with self-contained numbers, which Dvofak never abandoned,
even if he did modify it variously according to the structures of the librettos and operatic
genres to which his individual creative acts applied. Dvorak sets the main areas of subject
matter and literary genres of the librettos - comedies from the Czech village, ‘historical’
comedies, historical or mythical tragedies, fairytales - to music taking as departure points
the genres of German romantic opera and Spieloper (King and Charcoal Burner), opéra-
comique including Smetana’s comic and folk operas (The Stubborn Lovers, The Cunning
Peasant, The Jacobin), historical grand operas (Alfred, Vanda, Dimitrij), fairytale operas
(The Devil and Kate, Rusalka), and opéra féerie (Armida).*°

In Dvorak’s works, the sphere of comic opera is highly differentiated. Dvorak’s first
stage work intended for performance was the comic opera King and Charcoal Burner.
Dvorak himself described its first musical setting as having been influenced by Wagner
and in particular by Wagner’'s comic opera Die Meistersinger von Niirnberg.?’ Dvorak
was visibly trying to distance himself from the Czech operas being written in his day and
to present himself, as Smetana would put it, as a composer of ‘serious’ rather than of
‘frivolous works."? In this effort, Dvofak went too far, not only in terms of the music, which
was too heavy and complex given the nature of the opera’s story, but also in terms of the

Wagner (Alfred, King and Charcoal Burner, Vanda), and Smetana (The Stubborn Lovers, The Cunning
Peasant, The Jacobin, The Devil and Kate).” (,Trotz seines unerschoépflichen Reichtums der Erfindung [oder
vielleicht gerade deshalb] hat sich Dvorak in der Oper dramatisch schwach gefiihlt und im Stil zwischen der
frz. groRen Oper [Dimitrij, Armida], Wagner [Alfred, K6nig und Kéhler, Wanda] und Smetana [Dickschédel,
Bauer ein Schelm, Jakobiner, Teufelskdthe] geschwankt.“) NETTL, Paul: Dvorak, Antonin, in: Die Musik
in Geschichte und Gegenwart, Bd. 3, ed. Friedrich Blume, Barenreiter, Kassel-Basel 1954, columns
1014-1023, quote on 1022-1023.

18) OTTLOVA, Marta - POSPISIL, Milan: Zum rezeptionsgeschichtlichen Hintergrund der tschechischen Nationaloper,
De musica disserenda, Vol. 3, 2007, No. 1, pp. 23-34.

19) Regarding the European context of operatic genres in the latter half of the 19" century that was relevant
for original Czech operas, see DOHRING, Sieghart - HENZE-DOHRING, Sabine: Oper und Musikdrama im
19. Jahrhundert (Handbuch der musikalischen Gattungen, 13), Laaber-Verlag, Laaber 1997.

20) PRY, Paul: Enthusiasts Interviewed. No. XVIl. - “Pann” Antonin Dvorak, Sunday Times, London 10 May
1885, p. 6. Reprinted in: Rethinking Dvorak, ed. David R. Beveridge, Clarendon, Oxford 1996, pp. 281-293. In
Czech in: DOGE, Klaus: Antonin Dvorak. Zivot - dilo - dokumenty (Antonin Dvorak. Life - Works - Documents),
VySehrad, Prague 2013, pp. 240-247.

21) Concerning Dvorak’s opera, Smetana is said to have declared: “This is a serious work, full of ingenious
ideas, [...]” See CECH, Adolf: Z mych divadelnich paméti (From My Theatrical Memoirs), DruZstvo Mé&je, Prague,
p. 90. By comparison, concerning the opera The Hussite Bride by Karel Sebor, Smetana commented that “it is
an excessively frivolous work”; [...] See Smetana’s entries for September 1868 in: Kalendar koruny ¢eské na
prestupny rok 1868 (Calendar of the Bohemian Crown for the Leap Year 1868), Ed. Grégr, Prague s.a.; National
Museum - Czech Museum of Music - Bedfich Smetana Museum, inv. no. S 217/1108.
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possibility of it being mastered by the opera ensemble of the Provisional Theatre.?? The all-
around increase of musical discipline, simplicity, and clarity that Dvofak achieved around
the year 1874 not only in the sphere of opera?® was a necessary step in his maturing,
although in this case the composer was wasting his efforts on a text that was unworthy of
a new musical setting.*

In the 1870s, Smetana’s Bartered Bride began to serve as a spontaneously accepted
embodiment of the Czech national opera. Dvorak followed this example in the operas The
Stubborn Lovers and The Cunning Peasant. The concept of a folk opera from a village
environment proved to be too narrow for him, so he never returned to it after The Stubborn
Lovers. None of his other comic operas are limited to the environment and characters of the
Czech village. Already in King and Charcoal Burner, one finds his characteristic polarization
between the worlds of the common people and of the aristocracy. In The Cunning Peasant,
Dvorak made use of this polarity in comic situations (mistaking a ‘highborn lady’ for
a ‘servant’) as well as lyrical ones (the distinctive differentiation between the expressions
of love of characters from among the common people and of the prince), and he developed
it further in the historical comic opera The Jacobin and in the fairytale opera The Devil
and Kate. In The Jacobin, the historical dimension of a story taking place at the time of
the French Revolution is expressed in musical theatre terms both by local color evoking
the ancien régime (the minuet, the serenade, and in the first version, even an allegorical
play and a danse écossaise) and by the historicizing presentation of the narrative lines
- serious affairs are reserved for the aristocracy, while comic matters are the domain of
the bourgeoisie. Both classes are characterized by their relationship to music as part of
the performance on stage, and music also facilitates their mutual communication. The
characters acting as intermediaries between the castle and the village beneath it, both
in the ‘music’ and in the action, either cause dramatic dissonance like the like the high
government official or, to the contrary, they strive for harmony, like the teacher, and in the
end, an amicable resolution is brought about through music.

In the hierarchy of the music theatre genres of the day, a work based on tragic historical
material could stake a claim as belonging to the supreme form of national opera, and
grand opera represented the mandatory model for such works. Dvorak faced up to that
challenge repeatedly beginning with his first opera Alfred. Vanda is evidence of Dvofak’s
great creative ambitions and extraordinary disposition for the operatic genre, although its

22) Dvorak set the libretto by Bernard J. Lobesky (the pseudonym of Bernard Guldener) in 1871. The Provisional
Theatre began rehearsing the opera, but because of difficulties with rehearsing work, the composer withdrew the
score, and with the exception of the overture, no performance of the opera took place during Dvorak’s lifetime.
Regarding the history of the unperformed first musical setting of King and Charcoal Burner, see BERKOVEC, Jifi:
Kral a uhlif. Prvni znéni opery z roku 1871 (King and Charcoal Burner. The First Version of the Opera from the
Year 1871) (1988, unpublished paper, typescript, copy in the possession of the author of the article).

23) Regarding this, see GABRIELOVA, Jarmila: Rané tviréi obdobi Antonina Dvoféka. Studie ke kompoziéni
problematice vybranych instrumentalnich dél (Antonin Dvofak’s Early Creative Period. Studies on the
Compositional Problems of Selected Instrumental Works), (=Acta Universitatis Carolinae. Philosophica et
historica. Monographia, 136), Charles University, Prague 1991.

24) Dvorak set the same text to music again in 1874 without using any musical material from the first version.
In that form, the opera was accepted by the Provisional Theatre and was first performed there on 24 Nov. 1874.
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clumsy libretto put many barriers in the way of its realization.?® The story of the legendary
Polish princess is divided into five acts following the model of the French grand opera but
without sufficient internal justification. Potentially grateful operatic themes like Vanda’s
conflict with a belligerent secular power (the foreign prince) and with religious conservatism
(the pagan high priest) are insufficiently used and developed.2® Dvofak nonetheless took
full advantage of the libretto’s variety and contrasts to capture the diversity of the scenes,
always finding the appropriate tone for their rustic, archaic, monumental, sorrowful,
demonic, and somber moods, and he combined them into a whole with a uniform, general
‘Slavonic’ color,?” with large tableaux forming the backbone of the opera. In the history
of Czech opera, Dimitrij amounts to the fulfillment of efforts towards a great historical
opera. By the successful adapting of a stage play into a libretto,?® Dvorak fundamentally
changed direction towards a strengthening of simultaneity and of contemplative
moments, and towards a dramaturgical balancing of the polarity between the visible
action on stage and the dramatic action taking place not only within individuals, but also
within the dramatic characters collectively. Dvorak made use of his experience from his
previous operas, cantatas, and symphonic music in mass scenes with eight-voice double
choruses, in the use of Russian and Polish local coloring, in the organization of sequential
and integration of simultaneous contrasts into tableaux, in the orchestral evocation of
the environment, in smooth transitions of emotional states, and in the use of recurring
motifs ranging from reminiscences to leitmotifs to build form and to carry meaning. Here,
Dvorak overcame the antithesis of the historical grand opera and the ‘progressive’ music
drama. His reconciliation with the tradition represented by Meyerbeer and Wagner was
carried out with a deep understanding for both genres (couleur locale, tableau, leitmotiv,

25) See HOUTCHENS, Alan: Vanda, in: Antonin Dvoréak - dramatik, op. cit. in footnote no. 7, pp. 127-142.

26) The qt{estions of the sources and authorship of the libretto of Vanda have yet to be answered. See
GABRIELOVA, op. cit. in footnote no. 12.

27) What is meant is the application of the ‘couleur locale’ aesthetic, which is fundamental to the grand opera
genre (Die Couleur locale in der Oper des 19. Jahrhunderts, [=Studien zur Musikgeschichte des 19. Jahrhunderts
- Bd. 42], ed. Heinz Becker, G. Bosse, Regensburg 1976), and the musical unification of a work in the sense of
the term ‘tinta musicale’, which has been defined in connection with Verdi but is not applicable to him alone.
Concerning this, see GERHARD, Anselm: »Tinta musicale«. Flotows »Martha« und die Frage nach Mdglichkeiten
und Grenzen musikalischer Analyse in Opern des 19. Jahrhunderts, in: Archiv fur Musikwissenschaft, Vol. 61,
2004, No. 1, pp. 1-18; GERHARD, Anselm: Techniken der Vereinheitlichung: die »tinta musicale«, in: Verdi
Handbuch, ed. Anselm Gerhard - Uwe Schweikert, J. B. Metzler, Stuttgart 2013, pp. 234-239. Especially
regarding the question of ‘Slavonic’ colors in Czech music, see OTTLOVA, Marta - POSPISIL, Milan: K repertoaru
exotismU v eské hudbé 19. stoleti (On the Repertoire of Exoticism in Czech Music of the 19™ Century), in: Cizi,
jiné, exotické v Ceské kultufe 19. stoleti. Sbornik prispévkl z 27. sympozia k problematice 19. stoleti Plzen,
22.-24. Gnora 2007 (The Foreign, Different, and Exotic in Czech Culture of the 19" Century. Proceedings of the
27" Symposium on Problems of the Nineteenth Century, Pilsen, 22-24 February 2007), ed. Katefina Blahova
and Véclav Petrbok, Academia, KLP, Prague 2008, pp. 339-352.

28) Marie Cervinkova-Riegrova took inspiration from a drama by Ferdinand Bfetislav Mikovec titled Dimitr
Ivanovi&, which was in turn based on the incomplete drama Demetrius by Friedrich Schiller. See CERVINKOVA-
-RIEGROVA, Marie: Dimitrij. Kritické vydani pfipravil Jarmil Burghauser. (Operni libreta Antonina Dvoraka II.)
(Dimitrij. Critical Edition prepared by Jarmil Burghauser. [Opera Librettos of Antonin Dvorak Il.]), Statni hudebni
vydavatelstvi (State Music Publishers), Prague 1961; STICH, Alexandr: O libretu Dvorakova Dimitrije (About the
Libretto for Dvorak’s Dimitrij), Hudebni véda (Musicology), Vol. 21, 1984, No. 4, pp. 339-354.

24 W Musicalia 1-2 / 2014



Antonin Dvorak: The Opera Composer
‘resounding silence’).?® Dvorak
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musical portrayal of the Christian world, shown both in a spiritual and a militant form,
and of the exoticized, colorfully depicted Orient as its antithesis, the inner feelings and
conflicts of the main characters are given shape to a significant degree through the usual
operatic means. Even in his last work for the stage, Dvorak again continues along the
original path of employing both the possibilities of music drama and of opera with self-
contained numbers, in this case with the accentuation of older formal traditions.°

29) Regarding Dvorak’s creative reception of Giacomo Meyerbeer, see POSPISIL, Milan: Meyerbeer a éeska
opera 19. stoleti (Meyerbeer and Czech Opera of the 19" Century), Hudebni véda (Musicology), Vol. 34,
1997, No. 4, pp. 375-403; extended version Meyerbeer und die tschechische Oper des 19. Jahrhunderts,
in: Meyerbeer und das européische Musiktheater (=Thurnauer Schriften zum Musiktheater 16), ed. Sieghart
Dohring - Arnold Jacobshagen, Laaber-Verlag, Laaber 1998, pp. 407-441. Regarding Dvorak’s relationship
with Richard Wagner, see GABRIELOVA, Jarmila: Antonin DvoFak a Richard Wagner (Antonin DvoFak and Richard
Wagner), in: Richard Wagner a ¢eska kultura (Richard Wagner and Czech Culture), ed. Pavel Petranék, National
Theatre, Prague 2005, pp. 239-248.

30) See DOHRING, Sieghart: Dvoraks Armida und die spéte Grand opéra, in: Antonin Dvofak 1841-1991, op.
cit. in footnote no. 14, pp. 263-269; JUNG, Hermann: Grand opéra versus Musikdrama: Zu Antonin Dvoraks

Musicalia 1-2 / 2014 B 25



Milan Pospisil

The determining factor for Dvofak’s late works is the close relationship between the
preference for fairytale material and the tendency towards coloristic music that appeared
in European opera at the end of the nineteenth century, just as in the case of the symphonic
poem. A period critic felt that after his symphonic poems based on Erben’s Bouquet of Folk
Legends, for Dvorak “the door is open wide for operatic creation.”® In The Devil and Kate,
in the spirit of a Czech fairytale, a vivid reminiscence of the social conflicts at a time when
serfs were compelled to work the land of their masters is combined with a supernatural
world that punishes the wicked and rewards the just. The fitting portrayal of the world of
the village in the environment of a feast at an inn and of the nobility in an abandoned
castle climaxes with a depiction of hell that is fantastically grotesque in its ambivalence
of absurdity and horror. As with The Clever Peasant, which Dvofak structured on the basis
of dance elements, again in The Devil and Kate, dance elements are an articulating and
unifying element of the stage action, based to a considerable extent on pantomime with
passages of stylized dances. For the setting of unrhymed verses to music, Dvorak found
pregnant expression through the sparing use of the elements of musical language®? while
taking advantage of several opportunities to employ the singing of arias. Dvorak’s creative
disposition for the genres of ballads and fairy tales was ideally suited for Rusalka with its
story of the unfulfilled love of a water sprite for a human, ruined as a consequence of the
impossibility of communication between the hostile, divided worlds of nature and people.3
In Rusalka, the impressionistic colorfulness of the symphonic poems based on Erben’s
Bouquet and the elements of the grotesque and of folk comedy in The Devil and Kate are

letzter Oper Armida (1902-1903), in: The Work of Antonin Dvofak (1841-1904). Aspects of Composition -
Problems of Editing - Reception. Proceedings of the International Musicological Conference Prague, September
8-11, 2004, ed. Jarmila Gabrielova - Jan Kachlik, Institute of Ethnology, Academy of Sciences of the Czech
Republic, Prague 2007, pp. 102-110.

31) “[...] ein weit offenes Thor einladend vor ihm [steht]: die Oper.” HANSLICK, Eduard: Aus neuer und neuester
Zeit. (Der modernen Oper IX. Teil.), Allgemeiner Verein fur Deutsche Litteratur, Berlin 21900, p. 80-87, quote on
p. 86. Quoted from LUDVOVA, op. cit. in footnote no. 2, p. 355.

32) Asimilarity with Janadek’s language for setting words to music is seen by BURGHAUSER, Jarmil: Cert a Kaca
(The Devil and Kate), in: Antonin Dvorak: Cert a Kaca, op. 112. [...] (The Devil and Kate, Op. 112) Critical edition
based on the composer’s manuscript, Antonin Dvorak Society / Editio Supraphon, Prague 1972, pp. V-VI, quote
on p. VI, and by BERKOVEC, Jifi, in: Antonin Dvofak: Cert a Kééa. Opera o 3 dé&jstvich, op. 112. Libreto Adolf
Wenig. (The Devil and Kate. An Opera in Three Act, Op. 112. Libretto by Adolf Wenig.) Supraphon, Prague [1980],
pp. [2-3]. Such an opinion is refuted by VYSLOUZIL, Jifi: Zwischen ,Wagnerianismus*“ und ,Smetanianismus“?
Reflexion (ber Genre und Stil von Dvoraks Oper ,Der Teufel und Kéthe“, in: Musical Dramatic Works by Antonin
Dvorak, ed. Markéta Hallova - Zuzana Petraskova - Jarmila Veverkova-Tauerova, Ceska hudebni spolecnost
(Czech Music Society), Prague 1989, pp. 109-113.

33) For an analysis of Rusalka and of its standing in the literary and musical context of the fin de siécle, see
HAESLER, Ludwig: Zur psychischen Entwicklung und Dynamik in Dvoraks Rusalka, in: Antonin Dvorak 1841-
1991, op. cit. in footnote no. 14, pp. 171-181; CLAUDON, Francis: Rusalka et le drame symboliste européen,
ibid., pp. 123-128; GABRIELOVA, Jarmila: Pozndmky k Dvoidkové opefe Rusalka (Comments on Dvofak’s
Opera Rusalka), in: GABRIELOVA: Antonin Dvofak a sougasnici. Referaty z hudebné historického seminafe,
Nadace Hudebniho festivalu Antonina Dvofaka (Antonin Dvofak and His Contemporaries. Papers from the
Music History Seminar, Foundation of the Antonin Dvorak Music Festival), Pfibram 1998, pp. 87-97; GALMICHE,
Xavier et BANOUN, Bernard: Le nihilisme de la passion, in: Antonin Dvorak. Rusalka. Conte lyrique en trois
actes. Livret de Jaroslav Kvapil (Programme), Opéra National de Paris 2001-2002, pp. 49-55; GALMICHE,
Xavier: «Comme des violons qui sanglotent» La langue de la nature comme modéle de communication
infraverbale chez Jaroslav Kvapil, librettiste de la Rusalka d’Antonin Dvorak, Hudebni véda (Musicology),
Vol. 42, 2005, Nos. 3-4, pp. 283-290.
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enriched by a deeply struck chord of lyricism. Dvorak differentiated the natural world of the
forest and water and its creatures with unusual harmonic and instrumental colors from
the human world characterized by traditional procedures, with an apt distinction between
serious and comic characters. In Rusalka, Dvorak’s creative personality manifests itself in
a mature synthesis. In the orchestral fabric of Rusalka, based on the resourceful handling
of very prominent, characteristic motifs, Dvofak achieved a depth and refinement of
eloquence not only in describing the atmosphere of the environment and of the visible
action, but also in communicating the characters’ innermost feelings. On a symphonic
foundation, Dvorak’s handling of the libretto, while conforming with its structure especially
in the dialogues, is considerably relaxed, although the overall layout is clearly organized
into the usual operatic numbers. In the solo numbers ranging in form from free scenes to
arioso arias and melodically and formally truncated forms of one- (strophic and ternary)
and two-part arias, vocal melody predominates with emotional intensity and pronounced
characterization.

Dvorak’s chief contributions on a Europe-wide scale as an opera composer consist of
the following:

- together with Smetana, he created comic opera combining serious moments with
gaiety in the spirit of opéra-comique (without carrying over the structural feature of
alternating musical numbers with spoken prose) as an original genre of Czech national
opera of the 19" century (King and Charcoal Burner, The Stubborn Lovers, The Clever
Peasant, The Jacobin), which surmounted the crisis in which comic opera found itself
in the latter half of the 19™ century between the predominant tendencies of serious
opera (Musikdrama, drame lyrique, melodrama) and burlesque opera (opéra bouffe,
operetta);

- he succeeded not only in adapting, but also in developing in his own way the conception
of grand opera, and especially the historical opera of Meyerbeer (Vanda, Dimitrij),
including one of its later variants - opéra féerie (Armida) - for the creation of tragic
opera;

- he enriched fairytale opera as one of the important genres of operatic development in
the post-Wagner era, giving it unique moments of material and expression (The Devil
and Kate) and greater depth with a degree of seriousness corresponding to symbolist
drama (Rusalka) and turning it into yet another genre typical of Czech national opera;

- from the standpoint of the symphonic handling of the opera orchestra, he merged
opera with self-contained numbers with the basic principle of Wagnerian music
drama, combining the expression of the sound of the voice in abbreviated melody
with orchestral commentary of characteristic motifs, and he contributed thereby to the
development of opera of the latter half of the 19" century, characterized by a relaxation
and internationalization of operatic genres through his own individual, unified synthesis,
starting with his first attempts in his early operas, continuing past the milestone of
Dimitrij, and climaxing with Rusalka.
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Dvorakuyv jubilejni rok 1941

KATERINA NOVA

udba Antonina Dvoraka (1841-1904) tvofi pevnou a nedilnou soucast ceské hudebni

kultury. Skladatelovym Zivotnim jubileim se proto vZdy vénovala a vénuje velka po-
zornost. Rok 1901 se nesl ve znameni oslav skladatelovych Sedeséatych narozenin, v le-
tech 1924, 1929 &i 1934 se slavila vyrodi Gmrti skladatele. Zadna z téchto oslav viak
nedosahovala intenzity a rozsahu oslav stého vyro¢i narozeni skladatele v roce 1941, tedy
Dvorakova jubilejniho roku.t

Predkladana studie je Uvodnim vstupem do problematiky Dvorakova jubilejnino roku,
rozhodné neméa ambice plné postihnout komplexnost celorocnich oslav, nybrz spiSe nasti-
nit Sifi tohoto tématu a naznacit nékteré dilci aspekty Dvorakovych oslav.

Doba nacistické okupace ¢eskych zemi byla i pfes znacné oklesténé politické mozZnosti
(nebo pravé pro né) neobvykle bohata na kulturni projevy. V roce 1939 byly za (casti
deseti tisicll lidi demonstrativné prevezeny ostatky Karla Hynka Machy na prazsky VysSe-
hrad, konaly se akce s nazvem Mésic ¢eské knihy Ci PraZzsky hudebni maj. Na ten o rok
pozdéji navazal jiz znaéné rozsahlejsi Cesky hudebni méj.2 Ve stejném roce, tedy v roce
1940, se konala i vystava Jana Zrzavého nebo vystava Za novou architekturou.® Rok
1941 byl pfipsan nejen dvorakovskym oslavam, kterym se budeme dale vénovat, ale také
150. vyro¢i amrti W. A. Mozarta.* V roce 1942 byly provedeny vSechny Beethovenovy sym-
fonie, slavilo se 50. vyroéi vzniku Ceského kvarteta, konal se festival soudobé tvorby Jaro
Ceské hudby. Rok 1943 byl napfiklad dedikovan nedozitym 90. narozenindm Jaroslava
Vrchlického. V roce 1944 se pozornost hudebni verejnosti soustfedila na nedozité sedm-

desaté narozeniny skladatele Josefa Suka.

Rok 1941 je povaZovén za jeden ze zlomovych let Protektoratu Cechy a Morava. Od
ledna platila pracovni povinnost, v ¢ervnu vstoupilo nacistické Némecko do valky se So-
vétskym svazem, v zafi se ujal funkce zastupujiciho fiSského protektora Reinhard Heydrich
a ihned vyhlasil vyjimeény civilni stav, ktery omezil nejen kulturni Zivot v protektoratu.
VSechny tyto udalosti mély vliv na kaZzdodenni Zivot obcand, véetné toho hudebniho.® Jedina

PredloZena prace vznikla za finanéni podpory Ministerstva kultury v rdmci institucionalniho financovani dlouho-
dobého koncepéniho rozvoje vyzkumné organizace Narodni muzeum (DKRVO 2014/42, 00023272).

1) Tématu Dvorfakova jubilejniho roku jsem se struéné vénovala jiz ve své studii Sondy do vztahu Vaclava
Talicha a Otakara Sourka na pozadi jejich vzajemné korespondence v letech 1939-1956 (dokonéeni), Hudebni
véda, roc. 50, 2013, ¢. 1-2,s. 145-178.

2) Kulturni rada pfi Narodni radé Ceské, Ustredi pro kulturni a Skolskou praci Narodniho souruéenstvi: Zprava
o ¢innosti Kulturni rady 1939-1942, Praha 1942, s. 45: podle ni dosahoval pocet hudebnich produkci ¢isla 2346.

3) Viz napt. MICHLOVA, Marie: Protentokrét aneb Geska kaZdodennost 1939-1945, Cas, Ritka 2012, s. 44.

4) Pravé porovnani obou oslav jubilei se vénuje Vlasta Reittererova ve své studii Zwischen Mozart und Dvorak
1941, in: Musik im Protektorat Bbhmen und Mahren (1939-1945): Fakten, Hintergriinde, historisches Umfeld,
ed. Andreas Wehrmeyer, Ricordi, Miinchen 2008, s. 169-192.

5) Viz napf. Valecny rok 1941 v ¢eskoslovenském domacim a zahrani¢nim odboji: sbornik k mezinarodni
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legalni Ceska politicka organizace - Narodni sourucenstvi, jehoz soucasti byla Kulturni
rada, méla plvodné slouzit jako nastroj pasivni rezistence, ktery by branil germanizaci
naroda a manifestoval vlastenectvi.® Toto vnimani postupné od vypuknuti svétové valky,
bé&hem roku 1940 a pocatkem roku 1941 slablo. Instituce se ménila v loajalniho pfislu-
hovace okupacéni moci, od roku 1943 jiz prakticky ztratila vliv na déni v protektoratu.” Rok
1941 se tedy nachéazel uprostred tohoto procesu a je nasnadé, Ze podobna akce, jako byl
Dvorakuv jubilejni rok, by uz v roce 1942, kdy Reinhard Heydrich proved| reformu verejné
spravy a v ¢ele Ministerstva lidové osvéty pusobil kolaborant Emanuel Moravec, nebyla
v takovém rozsahu a se stejnym podtextem myslitelna.

Prvni zminku o zaméru usporadat ve vyro¢nim roce Dvorakova narozeni hudebni slav-
nosti mdzeme najit v kronice Spolku pro postaveni pomniku Mistru A. Dvofakovi v Praze
- pozdéji Spolecnosti Antonina Dvoraka.® V zapise ze dne 5. éervna 1939 se dozvi-
dédme o jednani Otakara Sourka s dirigentem Vaclavem Talichem ohledné& uspofadani
Dvorakovych oslav ve spolupraci s Uméleckou besedou a prazskou konzervatofi. Na
tomto zakladé bylo usneseno usporadat schizku vSech zainteresovanych instituci. Od
prvnich Gvah k finalni realizaci Dvofakova jubilejniho roku 1941 tak uplynuly bezmala
dva roky. Jiz pfipravy byly vefejnosti sledovany se zajmem a staly se nejednou zdrojem
diskuzi. V srpnu 1940 upozornuje Mirko Ocadlik, Zze ,Dvorakovo jubileum se musi stati
mobilizaci kulturnich sil ¢eskych, aby opravdu vyznélo jako manifestace tvdrciho ducha
ceského,“ protoze ,stojice na prahu stoletého jubilea Dvofakova, uvédomujeme si zde,
stejné jako u kteréhokoli jubilea, ¢eho vliastné bude zapotfebi, aby jubileum nevyznélo
jako prazdna oficielni oslava“.® K Gcéasti na oslavach byly hudebni organizace vyzvany
zpravou v dennim tisku na Novy rok 1941.%°

V Praze a Brné se organizace oficidlnich oslav ujala Kulturni rada.'* Dne 15. ¢ervna
1940 zaslala Spole¢nost Antonina Dvoraka oficialni dopis Kulturni radé&, obsahujici podnét
k ujmuti se organizace Dvorakovych oslav, a zaroven spolek nabidl personalni spolupraci.
Na dopis Kulturni rada zareagovala listem z 5. ¢ervence téhoz roku, v némz sdéluje, Ze
navrh Spolecnosti byl sekci pro hudbu a divadlo Kulturni rady*? schvalen.

Igonferenci, ed. Ladislav Kudrna, Ustav pro studium totalitnich reZimd, Praha 2012; MARSALEK, Pavel: Protektorat
Cechy a Morava: statopravni a politické aspekty nacistického okupacniho reZimu v ¢eskych zemich 1939-1945, Ka-
rolinum, Praha 2002; BRYANT, Chad Carl: Praha v ¢erném: nacisticka vliada a ¢esky nacionalismus, Argo, Praha 2012.

6) Do Narodniho sourucenstvi vstoupilo 98% muZské populace protektoratu.

7) VECERA, Pavel:vNérodm’ sourucenstvi, in: Malit, Jifi a kol.: Politické strany: vyvoj politickych stran a hnuti
v éeskych zemich a Ceskoslovensku v letech 1861-2004, Doplnék, Brno 2005, s. 1091-1103.

8) Na Spoleénost Antonina Dvoraka se spolek pfejmenoval v roce 1944, ackoliv Gvahy o zméné nazvu se objevily
jiz v roce 1941. Timto bych rada podékovala Spole¢nosti za laskavé zapujceni kroniky. VétSinu informaci o pfipra-
vach a prfedbézné organizaci oslav jsem nasla pravé zde. Dale v textu budu Spole¢nost oznacovat zkratkou SAD.

9) OCADLIK, Mirko: V pfedvecer Dvoiékova jubilea, Brazda, roé. 3, €. 35, 28. 8. 1940, s. 432.
10) SOUREK, Otakar: Na prahu roku DvoFakova, Venkov, 1. 1. 1941, s. 6.

11) Celym nazvem Kulturni rada pfi Narodni radé Ceské, Ustfedi pro kulturni a Skolskou praci Narodniho sou-
rucenstvi. Byla rozdélena na devét sekcei, pfedsedu a predsednictvo, jejim Gkolem bylo zastfeSovat kulturni Zivot
v protektoratu; jeji charakter byl nepoliticky, dobrovolnicky.

12) Predsedou 9. sekce Kulturni rady, tedy sekce pro hudbu a divadlo, byl Ing. Otakar Sourek.
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Cleny pracovniho vyboru Dvofakova jubilejniho roku, ktery byl ustanoven Kulturni radou
ke dni 11. 12. 1940, byli jmenovéani: Otakar Sourek (pfedseda vyboru),** Richard Stretti
(mistopfedseda vyboru, pfedseda SAD), Josef Bachtik (hudebni spisovatel, vrchni magist-
ratni komisar), Jifi Dostal (pfednosta hudebniho oddéleni Ustfedni méstské knihovny, mél
na starosti propagaci'®), Jaromir Fiala (profesor, staral se o Skolské oslavy), Josef Horak
(tajemnik Kulturni rady), Karel Boleslav Jirak (skladatel, Feditel hudebniho programu Roz-
hlasové skupiny Cechy a Morava, do jeho referatu tedy spadalo pravé rozhlasové vysilani),
Jindfich Kvét (hudebni spisovatel, vrchni soudni rada), FrantiSek Krofta (starosta Pévecké
obce Ceské, povéren zapojenim pévectva), Jaroslav Mikan (profesor, pecoval o vystavu
spojenou s oslavami), Vaclav Mikota (feditel Hudebni matice, staral se o publikace), Jifi
MiSek (profesor, v jehoZ kompetencich byly drobné akce), MiloS Popel (tajemnik Kulturni
rady), Josef Soukup (profesor), Metod Vymetal (dirigent Péveckého sdruZeni prazskych
ucitelek, dohlizel na prabéh chramovych oslav).1

Zastitu nad oslavami prijal statni prezident Emil Hacha. UCinil tak pfi audienci dne
16. ledna 1941, kdy jej zastupci Kulturni rady informovali o rozsahu a vyznamu chystanych
oslav.'” Prezident se pak nékolika vybranych koncert(l a predstaveni zic¢astnil.

Dvorakv jubilejni rok byl zamysSlen jako podnik celonarodni, do oslav se zapojila nejen
velka a vétSi mésta, ale také obce - podle vlastnich personalnich a uméleckych moznosti.
Pro ty organizatory, ktefi nebyli v poradani hudebnich podnik(i nijak zbéhli, pfipravila Kul-
turni rada pomocnika - brozuru, ve které poskytuje praktické rady a navody, jak program
sestavit, jaky repertoar zvolit apod.'® Za stejnym Gcelem vySla i dalSi prakticka publikace
- Prirucka pro ctitele Dvorakova dila a pro poradatele jeho oslav.*® Vedle basné Jaro-
slava Vrchlického a predmluvy Otakara Sourka poskytuje predevsim soupisy Dvofakova
dila, Dvorakovych skladeb vydanych na gramofonovych deskach a soupis ¢eské literatury
o skladateli.

Oficialni prazské oslavy se konaly v priibéhu celého roku, rozdélené do dvou cykl(. Do
jarniho cyklu bylo zafazeno podle oficialni brozury?® 38 podnikd, podzimni cyklus doséahl

13) Viz KUNA, Milan: Vaclav Talich 1883-1961: Stastny i horky udél dirigenta, Academia, Praha 2009, s. 789.
Milan Kuna uvadi toto datum, které se mi v jinych zdrojich nepodafilo ovéfit.

14) V osobé& Otakara Sourka se propojilo rovnou nékolik organizaci. Byl pfedsedou hudebni sekce Kulturni rady,
zakladajicim ¢lenem SAD,vml’stopFedsedou Hudebniho odboru Umélecké besedy a v neposledni fadé plsobil od
roku 1940 jako predseda Ceského spolku pro komorni hudbu. VSechny tyto organizace se do oslav aktivné zapojily.
15) Informace o kompetencich jednotlivych ¢lenl vyboru jsem Cerpala z: viz pozn. €. 2, s. 47.

16) Tento kompletni seznam Elenu byl zvefejnén v publikaci Pamatce Antonina Dvoraka: [na pamatku Dvorako-
va jubilejniho roku 1941], Kulturni rada pfi Narodni radé ¢eské, Praha 1942, s. 49.

17) Viz Archiv Kancelare prezidenta republiky (dale AKPR), D 00295/41, inv. ¢. 1281/D, sign. S 11 534/44.
kart. 213. VSechny nize zminéné dokumenty z AKPR jsou soucasti tohoto inventarniho ¢isla, proto ho jiz nebudu
v textu dale opakovat, nybrZ budu odkazovat jen ke konkrétnim oznacenim dokumentt. Pod sign. D 00295/41
je v AKPR ulozZena také oficialni Zadost Kulturni rady o pfijeti zastity, datovana 15. ledna 1941.

18) [MISEK, Jifi]: Oslavy Antonina DvoFéka 1841-1941. Programové névrhy pro oslavné vedery a koncert, Kul-
turni rada, Praha 1941.

19) Dvorakuv jubilejni rok 1941: Prirucka pro ctitele Dvorakova dila a pro poradatele jeho oslav: V roce stého
vyro¢i narozeni mistrova, ed. Vaclav Mikota, Kulturni rada, Praha 1941.
20) Dvorakav jubilejni rok: Program oslav v Praze: Oslavy 100. vyro¢i narozeni hudebniho skladatele Dr. h. c.

Antonina Dvoréaka pod zastitou pana statniho presidenta Dr. Emila Hachy pé¢i Kulturni rady: Bfezen-duben-kvéten-
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poctu 16 hudebnich produkci.?*
P¥i pohledu na program obou praz-
skych cyklU zjistime, Ze velké po-
zornosti doznala predevSim Dvo-
fakova tvorba oratorni, kantatova®?
i operni,?® na rozdil od dél pisho-
vych a klavirnich, které byly provo-
zovany spisSe stridmé. Zaznély Dvo-
fakovy symfonie ¢. 4, 5,6, 7 a 9
a témér vSechny symfonické basné

KULTURNI RADA
dovoluje si Viis zvdti na
SLAVNOSTNI SHROMAZDENI
na P;imét'

100. vyroii narozeni Antonina Dvotika,

a rapsodie.
Jarni cyklus oslav zahajila Ces- jeise Kok
ké filharmonie v ¢ele s Vaclavem
Talichem dne 19. bfezna. Na pro- V NARODNIM DIVADLE
gramu byla predehra Husitska, '
op. 67, poté nasledoval proslov v nedéli dne 7. zait 1941
skladatele Josefa Bohuslava Foer-
stera.?* Koncert pokracoval kanta- o 11, hodiné

tou Te Deum, op. 103 v provedeni
Marie Podvalové a Jana Konstanti-
na spolu s Ceskym p&veckym sbo-
rem (fidil Jan Kihn), Symfonie ¢. 6
D dur, op. 60 slavnostni vecer uza-
viela.

Pozvanka a program / Invitation and programme
Za’véreény koncert jarnfho cyklu Dvorakv jubilejni rok 1941 / The Dvofak Jubilee 1941
NM-CMH-MAD 6754 VII

v oficialni broZufe chybél - byl totiz
neverejny, pouze pro zvanou spo-
leEnost. Konal se 11. éervna ve Spanélském sale na Prazském hradé&, organizaci pfevzala
od Kulturni rady sama kancelar prezidenta republiky dr. Emila Hachy.?® Program tvorily
Serenada d moll, op. 44, Serenada E dur, op. 22 a Ceska suita D dur, op. 39, které pred-

nesla Ceska filharmonie pod vedenim Vaclava Talicha.2®

-Cerven 1941, ed. Rudolf Hudec, Kulturni rada pfi Narodni radé Ceské, Ustfedi pro Skolskou a kulturni praci
N. S., Praha 1941.

21) Dvorakuv jubilejni rok: Program oslav v Praze: Oslavy 100. vyroéi narozeni hudebniho skladatele Antonina
Dvoraka pod zastitou pana stat. presidenta Dr. Emila Hachy péci Kulturni rady: Zari-fijen 1941, ed. Rudolf Hudec,
Kulturni rada pfi Narodni radé ceské, Ustredi pro Skolskou a kulturni praci N. S., Praha 1941.

22) AZ na Americky prapor, op. 102 byla provedena vSechna Dvorakova oratorni a kantatova dila.
23) Kromé oper Alfred, Kral a uhlif a Vanda zaznély vSechny Dvorakovy opery.

24) Tento Foersterv proslov, stejné jako proslovy Miloslava Hyska, K. B. Jirdka &i Otakara Sourka, vysly posléze
tiskem, viz Pamatce Antonina Dvoraka: [na pamatku Dvorakova jubilejniho roku 1941], Kulturni rada pfi Narodni
radé Ceské, Praha 1942.

25) Viz AKPR, D 2547/41 ¢i D 02350/41.
26) Vice informaci o tomto koncertu viz NOVA, op. cit. v pozn. &. 1, s. 157-158.
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Podzimni cyklus byl zahajen slavnostnim shromazdénim v Narodnim divadle dne 7. zafi
v 11 hodin dopoledne. Pfitomen byl i prezident Emil Hacha, kterého ve vestibulu divadla
uvitali zastupci Kulturni rady Karel Domin a Otakar Sourek. Dostavili se také &elni predsta-
vitelé protektoratni vlady, napf. pfedseda vlady general Alois Elias ad.?” Pfedehru Domov
muj, op. 62 a poté Hymnus ,Dédicové Bilé hory*, op. 30 spolu se zpévackym spolkem
Hlahol a Karlem Sejnou prednesla Ceska filharmonie pod vedenim Vaclava Smetacka.

Oficialni prazské oslavy uzaviel dne 31. fijna koncert Ceské filharmonie, tentokrat pod
fizenim Rafaela Kubelika. Zaznéla ouvertura Othello, op. 93, tfi Biblické pisné, op. 99
(zpival sélista Narodniho divadla Jan Konstantin), symfonicka basen Pisern bohatyrska,
op. 111 a po prestavce Symfonie ¢. 9 ,Z nového svéta“, op. 95.

Vyznamnou osobnosti oslav byl dirigent Vaclav Talich. Do jarnich oslav se zapojil cyklem
osmi veéerd s nazvem Dvorak a jeho $kola a nékolika dalsimi koncerty s Ceskou filharmo-
nif; tento program v podstaté nahrazoval festival Cesky hudebni m&j. Béhem podzimniho
cyklu byl jiz aktivni méné, nicméné i tak v ramci cyklu Dvofakovych oper dirigoval nékolik
Z nich. Vyznamnym pocinem pak bylo nastudovani posledni Dvorakovy opery Armida,
op. 115, ktera nebyla na prknech Narodniho divadla provedena od nastudovani Otakarem
Ostréilem v roce 1928. Talich operu Fidil v Narodnim divadle az do roku 1943, v roce na-
sledujicim pak dirigentské vedeni na dvé predstaveni prevzal FrantiSek Skvor.28 Premiéru
opery, ktera se konala 22. listopadu,?® navstivil i prezident Hacha. O prestavce pfijal ve
své 16Zi ministra Skolstvi Jana Kaprase a také zastupce Kulturni rady pfedsedu M. Hyska,
0. Sourka a R. Strettiho.2° ,Uspéch ,Armidy* byl veliky, [...] znamena satisfakci Antonina
Dvoraka“.®' Kvalitu nastudovani uznal i jindy zaryty odp(rce Talicha Mirko O¢adlik.3?

O prezentaci Dvorakovy komorni tvorby se béhem jarniho cyklu postaralo z velké Cas-
ti PraZské kvarteto (v obsazeni Willy Schweyda, Herbert Berger - housle, Ladislav Cerny
- viola a Ivan Veétomov - violoncello), které v péti veCerech zahralo osm Dvorakovych
smyccovych kvartetll a ve spolupraci s dalSimi interprety také Klavirni kvartet ¢. 2 Es dur,
op. 87, tfi dalsi smy&cové a klavirni kvintety i Smyccovy sextet A dur, op. 48. TFi klavirni tria,
véetné popularnich Dumek, op. 90 predneslo Prazské klavirni trio (v obsazeni Oldfich Kred-
ba - klavir, Vladimir Hanousek - housle, Vaclav Stoupa - violoncello). Do oslav se zapojil
znaény podet dalsich hudebnich téles a interpretd, naméatkou Ceské trio, pévecka sdruZeni
moravskych ugitelll a ugitelek, pévecka sdruZeni prazskych uciteld a uditelek, Cesky pévecky
sbor, Symfonicky orchestr FOK, violoncellista Milo$ Sadlo, fada solistll Narodniho divadla,
dirigenti Karel Boleslav Jirdk, Karel Nedbal, Otakar Jeremias a mnoho dalSich.

Nejen znéjici hudbou bylo vyroéi Dvofakova narozeni oslavovano. V ramci podzimniho
cyklu pripravil Jaroslav Mikan vystavu o Zivoté a dile A. Dvoraka v Umélecko-primyslovém

27) Viz napt. H. D.: Oslava stych narozenin Antonina Dvoréaka, Ceské slovo, 9. 9. 1941, s. 6.

28) Viz on-line archiv Narodniho divadla, dostupny z: http://goo.gl/pfGerO [cit. 22. 4. 2014].
29) V oficialni brozufe je jako datum premiéry uveden 21. fijen. DoSlo tedy k preloZeni premiéry.
30) Viz AKPR, D 4767/41, D 4741/41.

31) KOVAL, Klarel]: Slavné zadostiu¢inéni Antoninu Dvorakovi, Venkov, 25. 11. 1941, s. 6.

32) OCADLIK, Mirko: Obnovena Armida, Brazda, roé. 4, &. 49, 3. 12. 1941, s. 583-584. Z O¢adlikovych vypad(i
proti Talichovi viz napf. ,Les v ¢eské opere“ a co z toho plyne, Brazda, ro¢. 4, ¢. 20, 13. 5. 1941, s. 236-238.
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museu, J. Mikan byl rovnéz autorem katalogu, ktery vydala Kulturni rada.3® Exponaty zapuj-
gili jak jednotlivei, napf. Dvorakovi dédicové, 0. Sourek, J. Branberger, tak instituce, napf.
prazska konzervatof, Narodni muzeum v Praze ad. Soucasti vystavy byla i prezentace vy-
sledkl soutéZe na novou vypravu Dvorakovy Rusalky.3* Vystavu pamatek a dila Antonina
Dvoraka zahajil projevem Richard Stretti 8. zari.®® ACkoliv byla planovana do 8. fijna, skon-
Cila pfedcasné jiz 28. zari.>®

Kostru prazskych oslav tvofily koncerty tak, jak jsou zaznamenany v oficialnich brozu-
rach,®” vydanych Kulturni radou. Ty ale rozhodné neobsahuji vSe, co bylo ve jménu oslavy
Dvorakova jména a hudby v Praze podniknuto. Vedle oficialnich akci organizovaly koncerty
rizné spolky a organizace ,na vlastni pést“. Soupis téchto koncertll neexistuje, a tak ne-
zbyva, nez se obratit na stranky denniho tisku a zkusit z jeho referatd i drobnych pozna-
mek rekonstruovat prabéh oslav mimo hlavni ramec. Namatkou miZeme pfipomenout
predstaveni souboru Vétrnik v divadle D pro 99, které spojilo recitaci, hudbu i film a touto
cestou prezentovalo Zivot a dilo Antonina Dvoraka; Gcinkovali H. Bendova, H. Hrdinova,
J. Benda, V. Brodsky, V. Podzimek, Z. Rehof, Z. Trnka.3® Dal&i aktivitu projevili studenti
prazského vinohradského gymnazia, jehoz studentsky symfonicky orchestr nastudoval za
vedeni profesora J. Peceného Slovanské tance, valCiky, Polonézu Es dur a dalsi skladby.3°
Ve vinohradském divadle usporadala choreografka a tanecnice Miléa Mayerova tanec-
ni matiné Dvorakovych symfonickych basni Vodnik, op. 107, Polednice, op. 108 a Zlaty
kolovrat, op. 109. Symfonicky orchestr Orchestralniho sdruzeni fidil ISa Krejci, spolu se
s6lovymi tanecnicemi se uplatnily i Zacky uméleckého studia M. Mayerové.*°

V textu jsme se doposud zabyvali akcemi oficialnimi, konanymi v Praze. Zajem o (cast
na oslavach projevily vSak hudebni spolky a organizace predevsim na venkové a v men-
Sich Ceskych a moravskych méstech.** Napfiklad v Trutnové byla provedena Mse D dur,
op. 86,%2 v Mladé Boleslavi Svatebni kosile, op. 69.** K oslavam se pfipojilo mistni or-
chestralni sdruZeni v Zelezném Brodé,** &i sbor Pernstyn v Plzni.*® V Kromé&fizi provedl
dirigent Eugen Trason spolu se Symfonickym orchestrem brnénské rozhlasové pobocky,

33) MIKAN, Jaroslav: Katalog vystavy pamatek a dila Antonina Dvoraka Praha 8. IX. - 8. X. 1941, Kulturni rada
pti Narodni radé Ceské, Ustredi pro kulturni a Skolskou praci Narodniho sourucenstvi, Praha 1941.

34) Viz AKPR, D 03782/41.

35) Richard Stretti (1875-1968), hudebni organizator a skladatel, dlouholety pfedseda Spoleénosti A. Dvoraka.
36) Tento den bylo FiSskym protektorem Reinhardem Heydrichem vyhlaSeno stanné pravo.

37) Viz pozn. ¢. 20 a 21.

38) JECNY, Hubert: Portrét A. DvoFaka, Vlajka, 19. 11. 19441, s. 4.

39) jr: Studenti oslavuji Dvoraka, Brazda, ro€. 4, ¢. 24, 11. 6. 1941, s. 284; a: Vinohradsti studenti vzpomnéli
Antonina Dvoraka, Narodni stred, 4. 4. 1941, s. 5.

40) Viz napf. a: Dvorakovské taneéni matinée, Narodni stied, 22. 4. 1941, s. 5.

41) Stejné jako u neoficidlnich prazskych koncertd, i celkovy vyéet mimoprazskych aktivit je nutno zrekonstruo-
vat z dobového tisku a dalSich pramenu. Takovy Gkol je nad moZnosti tohoto struéného textu, patfiény prostor mu
vSak bude vénovan v pripravované disertacni praci autorky.

42) Tamtéz.

43) Oslavy Dvoiakova jubilejniho roku v severnich Cechéch, Narodni stfed, 27. 5. 1941, s. 6.
44) Tamtéz.

45) Pévecky spolek Pernstyn uctil pamatku Dvorakovu, Narodni stfed, 22. 4. 1941, s. 5.
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smiSenym sborem Moravan a brnénskymi koncertnimi sélisty dne 14. ¢ervna Svatebni
kosile, op. 69.4¢ Dirigent Rudolf Vasata spolu s prazskymi sélisty Narodniho divadla, zpé-
vackym spolkem Smetana, dalSimi kladenskymi sborovymi zpévaky a za Ucasti Stredo-
Ceské filharmonie nastudoval v kladenském méstském divadle oratorium Stabat mater,
op. 58.4 Hudebnédivadelni oddéleni Historického muzea v Hradci Kralové pfipravilo vysta-
vu Antonin Dvorak a Hradec Kralové,*® v Brné byla v Besednim domé realizovana vystava
Dvorak a Morava,*® v Kralupech nad VItavou usporadala Spole¢nost Dvofakova musea
v Kralupech nad Vltavou kratkodobou expozici s nazvem Dr. A. Dvorak, jeho rodny kraj,
Zivot a dilo.®°

Vyro¢ni rok Dvofakova narozeni byl podnétem také pro fadu hudebnich spisovatel(
a badateld. VySla fada publikaci s tématem vztahu skladatele k regionu (Antonin Dvorak
a Plzen Antonina Speldy, Vztahy Antonina Dvofaka ke Kladnu Cyrila Novotného, Dvorak
a Pisek Karla Polesného, Dvorak a Nymburk Zdenka Culky nebo Antonin Dvorak a Morava
Jana Racka a dalsi),5! stejné jako zivotopisnych studii (napf. Antonin Dvorak: Nastin Zivota
a dila Josefa Bachtika, Antonin Dvorak Jaroslava Hlouska a stejnojmenné dilo Otakara
Sourka Antonin Dvofak: jak Zil a co dal narodu a svétu Karla Polmana).52 Otakar Sourek vy-
dal Gspésny vybér z korespondence Antonin Dvorak pratelim doma (kterou Mirko O¢adlik
hodnoti dokonce jako nejvétsi a nejtrvalejsi pfinos Dvorakova jubilejniho roku),® Jaroslav
Albrecht publikaci Dvorakovy opery a ¢eska kritika hudebni.> Trochu stranou potom stoji
publikace Celestina Rypla,®® do které prispéli i Vaclav Talich, Josef Bachtik a dalsi. Jadro
tvofi text C. Rypla, ve kterém zd(iraziuje Dvofakovu vazbu na Némecko a fakt, Ze Dvorak
»doved| najiti kladny pomér k politickym skutecnostem a hlavné k némecké kulture“, ne-
bot ,tésné byl spjat Zivotni béh Dvoraklv s némeckou kulturou.“%®

46) Viz program koncertu, uloZeny v Narodnim muzeu - Ceském muzeu hudby - Muzeu A. Dvofaka (dale NM-
-CMH-MAD), inv. ¢. 1506 II.

47) Viz program koncertu, ulozeny v NM-CMH-MAD, inv. &. 1523 II.

48) Vystava Antonina Dvoraka v Hradci Kralové, Vlajka, 6. 9. 1941, s. 6.

49) V Brné otevreli vystavu Dvorak a Morava, Narodni stfed, 18. 4. 1941, s. 5.

50) ZASTERA, Josef KlI.: Jubilejni vystava: Dr. A. Dvorak, jeho rodny kraj, Zivot a dilo, PodFipsky kraj, rog. 6, ¢. 4,
1941, s. 99-119.

51) SPELDA, Antonin: Dr. Antonin Dvofak a Plzen: studie, Grafické zavody Pour a spol., Plzefi 1941; NQVOTNY,
Cyril: Vztahy Antonina Dvoraka ke Kladnu, Vybor pro Dvorakovy oslavy na Kladné, Kladno 1941; POLESNY, Karel:
Antonin Dvorak a Pisek: nékolik poznamek k vystavé Praplanu v Iété 1941, Vladimir Hruska, Pisek 1941; CULKA,
Zdenék: Antonin Dvorak a Nymburk, Nymbursky Hlahol, Nymburk 1941; RACEK, Jan: Antonin Dvorak a Morava:
vzpominkova Crta k stému vyroC¢i mistrova narozeni, Topi¢ova edice, Praha 1941.

52) BACHTIK, Josef: Antonin Dvoiak: Nastin Zivota avdila, Fr. A. Urbanek, Praha 1941; IjLOUéEK, Jaroslav: Anto-
nin Dvorak: O Zivoté a dile velikého ¢eského umélce, Ceska graficka Unie, Praha 1941; SOUREK, Otakar: Antonin
Dvorak, Hudebnf matice Umélecké besedy, Praha 1941; POLMAN, Karel: Antonin Dvorak, jak Zil a co dal narodu
a svétu, Ustfedni ucitelské nakladatelstvi a knihkupectvi, Praha 1941.

53) Antonin Dvofak prateldim doma, ed. Otakar Sourek, Melantrich, Praha 1941; OCADLIK, Mirko: Dopisy Anto-
nina Dvoraka, Brazda, roC. 4, ¢. 40, 1. 10. 1941, s. 477.

54) ALBRECHT, Jaroslav: Dvorakovy opery a ¢eska kritika hudebni, VySehrad, Praha 1941.

55) Celestin Rypl (1894-1945), skladatel, klavirista, hudebni spisovatel, Grednik na Ministerstvu Skolstvi a na-
rodni osvéty za protektoratu. Byl znam svym aktivistickym, pronémeckym postojem.

56) RYPL, Celestin et al.: Sbornik k oslavé stoletych narozenin Antonina Dvoraka 1841-1941, Evropské vydava-
telstvo, Praha 1941, s. 39-40.
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Gramofonovy primysl taktéz vyuzil
Dvorakova vyroGi pro zvySeni produkce.
Na deskach vydavatelstvi Ultraphonu
a Telefunken vySly Dvorakovy skladby
v provedeni jedenacti dirigentd.5” Kul-
turni rada distribuovala prostrednictvim
vydavatelstvi Melantrich sadrové poprsi
Dvoraka vytvorené akademickym mali-
fem Janem A. Vitkem, stejné jako Dvo-
fakav portrét od malife Maxe Svabin-
ského.58

Vydavatelstvi Hudebni matice Umé-
lecké besedy pfripravilo Gplny klavirni
vytah Dvorakovy posledni opery Armida,
op. 115 v klavirni Gpravé Karla Solce
a s predmluvou Otakara Sourka. Tento
pocin byl oznacen jako ,nejvyznamnéjsi
publikaéni novinka“.®® Vydani se docka-
la rovnéz Dvorakova pisnova a sborova
tvorba, vynatky z oper ad.

Do jubilejnich oslav se zapojil také
rozhlas, ktery pripravil souborné prove-
deni Dvorakovych skladeb.®° Filmovy
tydenik pfinesl jako aktualitu zabéry ze
slavnosti z Nelahozevsi (7. 9.), ze slav-
nosti u Mistrova hrobu na VySehradé
a z Talichova provedeni Slovanskych
tanct (8. 9.), z koncertu péveckého sbo-
ru Smetana v Plzni a dalSich podniki,
poradanych v ramci oslav vyroci.5*

Celestin Rypl

Fotografie, Esta Praha, 40. Iéta 20. stoleti / Photograph,
Esta Prague, 1940s

Archiv mésta Plzné, fond Celestin Rypl, inv. ¢. 26-6, kar-
ton LP 524 / Archives of the City of Pilsen, Celestin Rypl
Collection, inv. no. 26-6, carton LP 524

Tendence k navratu k minulosti a tradicim se ve vSech oborech kultury v dobé

typlim a metodam, z minulosti ovéfenym, [jsou] pokladany za jediné centrum securitas
narodni existence.“®® Ackoliv prvotnim impulsem k poradani takto pompéznich oslav byla
bezesporu Ucta a laska k ¢eskému velikanovi, nékteré akce byly Sirokou verejnosti

57) [V Dvorakové jubilejnim roce...], Narodni divadlo, ro€. 19, ¢. 2, 15. 9. 1941, bez oznacéeni strany.

58) Viz napt. AKPR D 4325/41.
59) Viz pozn. ¢. 20, s. 17.

60) Viz napf. Vstup k oslavam Dvorakovym, Tyden rozhlasu, ro€. 7, ¢. 5, 1. 2. 1941, s. 2.

61) Viz napt. pozn. €. 2, s. 50. Zdznam z filmového tydeniku je ulozen v NM-CMH-MAD, inv. &. 7103 V.
62) CERVINKA, Frantisek: Ceska kultura a okupace, Torst, Praha 2002, s. 65 ad.

63) OCADLIK, Mirko: Revidujeme tradici, Brazda, rog. 4, . 1, 1. 1. 1941, s. 9.
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chapéany predevsim jako demonstrace vlastenectvi - slovy historika Frantidka Cervinky:
LLegitimaci vlastenectvi se stala ¢eska kultura a pod havem apoliticnosti nabyla ve védo-
mi obyvatelstva i jejich tvlrch - basniku, spisovatell, divadelnik(l, hudebnich skladatel(,
interpretd, vytvarnikll - vyznam vysostnych ideovych zbrani v boji proti faSismu.“%4 Podle
oficialnich materiald Kulturni rady se konalo celkem pres 3500 hudebnich podnik(i®® po
Uzemi celého protektoratu. Rovnéz ohlas v tisku byl monumentalni - Kulturni rada uvadi
pres 3500 zprav, které probéhly tiskem.®

Dvorakovy oslavy se nenesly vidy v pokojném duchu oslav mistrova genia. Objevily
se i hlasy, zpochybnujici jak celkovou koncepci oslav, tak motivace a profesionalitu
jednotlivych zlGcastnénych umélcl. Mirko Ocadlik vyjadfil na strankach ¢asopisu Brazda®’
nespokojenost s programem oslav (resp. jejich jarni ¢asti). Postrada predevSim cyklus
vSech Dvorakovych oper a vSech symfonii. V jarnim cyklu chybély totiz opery Alfred, Kral
a uhlif a Vanda, v podzimnim pfibyla pouze opera Armida. Z tohoto nedostatku obvinuje
Ocadlik predevsim Vaclava Talicha, spravce opery Narodniho divadla - ,Pozorujeme v se-
stavé hlavnich bodd prazského jubilejniho pofadu dvorakovského, Ze je diktovan osobnim
zajmem Vaclava Talicha, resp. Talichovym hotovym repertoarem.“ V této souvislosti ma
vyhradu k Talichovu cyklu Dvorak a jeho Skola - uprednostnil by spiSe provedeni vSech dél
Dvorakovych, nezli jeho zZakl (ta by méla nasledovat az ve druném poradi). Toto rozSifeni
prinasi spise rozptylnost, misto aby demonstroval Dvorakovo dilo v SirSim kontextu. ,0¢
jde v Dvorakové jubilejnim roce, o Dvorakovo dilo nebo o osobni prestiz dirigentskou?“,%®
pta se. PovaZuje pfipravu Narodniho divadla na takto vyznamné vyroéi za naprosto nedo-
stateénou, v podstaté jen byla oprasena stara predstaveni, kterym byl dan jako cyklu novy
nazev. Cela pfiprava je navic odbyta a Sitda horkou jehlou.®® Trpce zminuje také fakt, ze
medialni prostor ovladl Otakar Sourek, jehoZ nazory jsou jen prejimany. Naopak pravé Ota-
kar Sourek vidi v koncepci cyklu DvoFék a jeho $kola logickou programovou zamérnost,”
Vaclav Talich zase obhajuje tento koncept snahou ,ukazat, jak mnohy popud uditele nasel
definitivni tvar teprve v jeho Zacich.“™

0 tom, Ze boje o Dvoraka jesté pIné neskongily, Ze jsou pro mladé skladatele stale ak-
tualni a jejich dozvuky doléhaji az do roku 1941, svéd¢i polemika, ktera se rozpoutala na
strankéach tisku mezi Otakarem Sourkem a Mirko O&adlikem. Podnét k diskuzi dal 15a Krej-
¢l svym textem Dvorakovsky boj s dnesniho odstupu v ¢asopise Rytmus.”? V textu shrnuje
pribéh bojd, které vymezuje jako postaveni dvou tvircich typd - typu zamérné tvoriciho

64) CERVINKA, FrantiSek: Ceska kultura a okupace, Torst, Praha 2002, s. 41.
65) Viz pozn. €. 2, s. 50; Milan Kuna uvadi ¢islo 3591, viz pozn. ¢. 13, s. 188.

66) Viz Kulturnirada pfi Narodni radé Ceské, Ustiedi pro kulturni a Skolskou praci NS: Prehled ¢innosti v podzim-
nim a zimnim obdobi 1941-1942, Praha 1942, s. 6.

67) OCADLIK, Mirko: Dvorakuv jubilejni rok, Brazda, roé. 4, . 15, 9. 4. 1941, s. 177-178.

68) Obé citace tamtéz, s. 178.

69) Viz OCADLIK, Mirko: Jak ,Prodana nevésta“ ke cti pfisla, Brazda, rog. 4, &. 24, 11. 6. 1941, s. 285.
70) SOUREK, Otakar: Sukuv koncert v Narodnim divadle, Venkov, 17. 5. 1941.

71) TALICH, Vaclav: Uvodem, Narodni divadlo, roé. 18, &. 13, 30. 4. 1941, s. 1.

72) KREJCI, I18a: Dvorakovsky boj s dnesniho odstupu, Rytmus, roé. 7, 1941-1942, &. 1, s. 2-4.
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(Smetana) a typu pudové instinktivniho (Dvorak), pficemz se stavi proti odsuzovani jedno-
ho nebo druhého typu a stat zakoncuje zvolanim: ,Dnesni stanovisko ¢eského hudebnika
k nékdejSimu sporu o Dvoraka nenijiz vyjadreno palGivou otazkou ,Smetana nebo Dvorak’,
nybrz radostnym vyznanim: ,| Smetana i Dvorak!* “73 Na text zareagoval Mirko Oc¢adlik del-
Sim ¢lankem v ¢asopise Brazda pod nazvem Tak zvany ,boj o Dvofaka“.™ Ohrazuje se, Ze
boj (jehoz viastni pribéh Krejéi nezna), nebyl bojem proti Dvofakovi, ale proti protismeta-
novskému sméru v ceském hudebnim zZivote, ktery se vyzvedavanim vyznamu Dvorakova
snazil upozadit ten SmetanUv; Dvorak sam pry pak kdysi pronesl neomalené a silacké ko-
mentafe smérem ke Smetanovi. Otakar Sourek odpovida O&adlikovi &lankem Prohra boje
proti Dvorakovi, otiSténym v novinach Venkov.” Zde se dotyka dil¢ich O¢adlikovych tvrze-
ni (zejména o neucté Dvorakové ke Smetanovi a opravnénosti komentard ,nelcastnik(”
tehdejSich spor(), celkové Ocadlikovi vycita ,zavadivost a nekonkrétnost jeho formulaci.
Na zavér shrnuje: ,Jest jednim z nepopiratelnych Gspéchli Dvorakova jubilejniho roku, ze
podstatné prispél k této naprosté prohie nékdejsSino boje proti Dvorakovi.“’® Ocadlik se
k tématu vyjadril jesté v dalSim Gisle Brazdy,”” z textl obou z(icastnénych je patrno, Ze ani
odstup desitek let staré spory neurovnal a Ze snaha o vzajemné porozumeéni spiSe chybi,
na ¢emz nic nezménil ani vyroéni Dvorak(v rok.

Hodnoceni takto masovych kulturnich projevd, probihajicich navic v pohnuté dobé naci-
stické okupace, neni snadné. Rozsah oslav se pokousi vysvétlit komentaF v deniku Ceské
slovo: ,Vyznam tohoto jubilea vypliuje jiz cely letoSni rok svym nevycerpatelnym obsahem
se v oslavach pokracovati i v tomto dalSim ro¢nim obdobi. Tak mohutny je tento podnét
k narodnimu projevu kulturnimu, Ze jej nutné rozprostira do tak rozsahlych ¢asovych roz-
mér(*“.”® Pravdépodobné nejvétsim kladem oslav byla vina aktivity, kterd se vzedmula na
poli amatérské hudby. Pravé Gcast stovek regionalnich soubord, sborl a orchestrl jen
potvrzuje slova Vaclava Talicha, jez pronesl v zari 1941 ,Rikam-li tedy dnes ,vice Dvoraka’,
preji si, aby trvalym pésténim jeho dila jsme vztycili pfed kazdym nasim ¢lovékem zrcadlo,
v némz by spatfil nekoneéné moznosti své vlastni duchovni bytosti. Jediné tak dojde Dvo-
fakav pocin naplnéni: pozvedne lid, z néhozZ se jeho genius zrodil.“7®

Ugast posluchadi na koncertech a predstavenich byla extrémné& vysoka, zajem
obecenstva byl znaény, a to i pres to, Ze ,[...] cilem hudebniho maje neni zadbava, nybrz po-
vzneseni.“® Ackoliv byly Dvorakovy oslavy akceptovany ¢i dokonce podporovany okupaéni
i protektoratni vladou, Siroka verejnost, posluchaci i hudebnici, vnimala Dvorakovy oslavy
jako projev vlastenectvi, demonstrace vysoké Grovné ¢eské hudebni kultury.

73) Tamtéz, s. 4.

74) OCADLIK, Mirko: Tak zvany ,boj o DvoFéka“, Brazda, ro€. 4, €. 46, 12. 11. 1941, s. 549-551.

75) SOUREK, Otakar: Prohra boje proti Dvoféakovi, Venkov, 23. 11. 1941.

76) Tamtéz.

77) OCADLIK, Mirko: Proé se zlobit?, Brazda, roé. 4, &. 49, 3. 12. 1941, s. 584-585.

78) H. D.: Antoninu DvoFakovi k stému vyroéi narozenin dne 8. zafit. r., Ceské slovo, 7.9. 1941, s. 5.

79) TALICH, Vaclav: Vice Dvoraka, Narodni divadlo, ro¢. 19, ¢. 1, 1. 9. 1941, s. 2.

80) TALICH, Vaclav: Na rozlou¢enou s hudebnim majem, Narodni divadlo, ro¢. 18, ¢. 15, 10. 6. 1941, s. 1.
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Zdenék Nejedly vSak tento pozitivni pohled na kulturni déni v protektoratu nesdilel.
Z Moskvy, kam emigroval v roce 1939, se ozval v roce 1944 na strankach ¢asopisu
Ceskoslovenské listy s kritikou zplsobu produkce Kulturnino Zivota v protektoratu. Vadi
mu kulturni aktivity, které se déji se svolenim a podporou protektoratni a okupacéni moci.
To totiZ podle né&j jen podporuje obraz, ktery chtéli okupanti udrzet pro vnéjsi svét - totiz Zze
v Cechach a na Moravé panuje autonomie a klid, takZe si protektoratni ob&ané dokonce
v letech valky mohou uZivat vysoké kultury. ,Ano, vy basnici, hudebnici, herci a védci, ne-
opoustéjte narod. Ale abyste ho neopoustéli, nesmite se smifovat s jeho vrahy. Ne vSecka
kulturni prace sili narod. Takova prace mze i smifovat narod s nepfateli, a pak je to sluzba
ne narodu, ale hfich na narodu,“ nabada. Nejedly tento nazor vyslovil u pfilezitosti oslav
Smetanovych v roce 1944, Dvorakdv jubilejni rok vSak spliuje vSechny parametry jeho
kritiky. Oslavy se konaly pod protektoratem statniho prezidenta Hachy, Nejedlym pova-
Zovaného za kolaboranta, nékterych koncertl ¢i predstaveni se zicastnili i predstavitelé
okupacni spravy. Nejedly svou kritikou nevylucuje jakoukoliv kulturni ¢innost, jen ,[...] ni-
kdy to nesmi byt za Gi¢asti nebo dokonce pod protektoratem vrahd naroda [...]".8*

Otakar Sourek takto pfisné hodnoceni oslav nesdilel, naopak minil, Ze , [...] je moZno
jiz bez nadsazky fici, Ze pribéh téchto oslav byl po celé nasi vlasti mimoradné radostny
vyznamu pro ¢eskou narodni kulturu.“®? Také Jan Racek byl pribéhem Dvorakova jubilej-
niho roku nadsen: ,Snad malokdy doved! ¢esky narod oslavovat svého genia s takovou
opravdovou, upfimnou a laskyplnou bezprostrednosti, jak to ucinil letos v jubilejnim roce
Dvorakové, v roce jednoho z nasich nejvétSich hudebnich genill. Vzdyt jimavé a uSlech-
tile velkolepé kouzlo Dvorakova dila, tak blizké citéni lidu, proniklo letos do vSech vrstev
naroda a stalo se pfedmétem obdivu i v téch koutech nasi vlasti, kam zpravidla jen stézi
pronika zavan ¢eského tvlréino genia.” ,[...] slySeli [jsme] mistrovo dilo témé&rF v naprosté
celistvosti a v pouéném sousedstvi ostatni Ceskeé tvorby. V tom snad tkvi jeden z nejvétSich
kladl Dvorakova jubilejniho roku!“ 83

PredevsSim v letoSnim roce, Roce ¢eské hudby 2014, nads miZe rozsah, intenzita i celo-
spolecensky dopad dvorakovskych oslav v roce 1941 v lecéem inspirovat.84

81) Vsechny citace viz NEJEDLY, Zdenék: Moskevské stati, Svoboda, Praha 1950, s. 54-55.
82) SOUREK, Otakar: Prohra boje proti Dvorakovi, Venkov, 23. 11. 1941.
83) RACEK, Jan: Antonin Dvorak v tradici ¢eské hudby, Narodni divadlo, ro¢. 19, €. 1, 1. 9. 1941, s. 4, resp. 5.

84) Zkraceny text studie byl publikovan pod nazvem Pribéhy pfedméti z Muzea Antonina Dvoraka. Dvorakuv
jubilejni rok v asopise Harmonie, 2014, €. 10, s. 29-31.
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The Dvorak Jubilee of 1941

KATERINA NOVA

he Dvorak jubilee of 19441, i.e. the musical celebrations accompanying the 100"

anniversary of the birth of Antonin Dvorak, was absolutely unique in terms of its scope,
intensity, and the involvement of amateur musical ensembles. Over 3,500 musical events
took place in just a year, with contributions by such important musical institutions as the
Czech Philharmonic and the National Theatre, and the state radio broadcasting company
also joined in the celebrations. The official Prague celebrations were organized by the
Culture Council and its working committee led by Otakar Sourek, and hundreds of other
events were held spontaneously throughout the territory of the Protectorate of Bohemia
and Moravia. The celebrations included a number of exhibitions, publications, releases of
gramophone records, and commemorative objects.

Antonin Dvorak - Protectorate of Bohemia and Moravia - Culture Council of the Czech
National Council, center for cultural and educational activity of the National Union -
Czech Philharmonic - VAclav Talich - Otakar Sourek - Antonin Dvorak Society - musical
celebrations

The music of Antonin Dvorak (1841-1904) constitutes a strongly established, integral
component of Czech musical culture, so the composer’'s anniversaries have always
attracted and still attract a great deal of attention. The year 1901 saw celebrations of
the composer’s sixtieth birthday, and anniversaries of his death were commemorated in
1924, 1929, and 1934, but none of those celebrations matched the intensity or the scale
of the commemorations of the 100" anniversary of the composer’s birth in 1941, the
Dvorak jubilee year.t

This study is an introduction to the issue of the Dvorak jubilee, and it certainly has no
ambition of comprehensively covering the year-long celebrations. Rather, it sets out to
sketch the broad outlines and identify certain particular aspects of the Dvorak celebrations.

The period of Nazi occupation of Bohemia and Moravia had an unusual wealth of cultural
manifestations in spite of (or precisely because of) the severely limited possibilities for
political statements. In 1939, with the participation of tens of thousands of people, the
remains of Karel Hynek Macha were transferred demonstratively to VySehrad Cemetery in
Prague, and there were events with names like Czech Book Month and Prague Musical
May. The latter was followed upon a year later by the considerably expanded Czech

This work was financially supported by Ministry of Culture of the Czech Republic (DKRVO 2014/42, National
Museum, 00023272).

1) | have already dealt briefly with the topic of the Dvorak jubilee in my study Sondy do vztahu Vaclava Talicha
a Otakara Sourka na pozadi jejich vzajemné korespondence v letech 1939-1956 (dokonéeni) (Probes into the
Relationship between Vaclav Talich and Otakar Sourek against the Background of Their Mutual Correspondence
between 1939 and 1956), Hudebni véda (Musicology), Vol. 50, 2013, Nos. 1-2, pp. 145-178.
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Musical May.?2 That same year, i.e. in 1940, there was a Jan Zrzavy exhibition and another
exhibition titled Towards a New Architecture.® The year 1941 brought not only the Dvorak
celebrations that we will be discussing below, but also the 150" anniversary of the death
of W. A. Mozart.* All of the Beethoven symphonies were performed in 1942, there were
celebrations of the 50" anniversary of the founding of the Czech Quartet, and a festival of
contemporary music called Spring of Czech Music took place. The year 1943, for example,
was dedicated to commemorating the ninetieth anniversary of the birth of the poet
Jaroslav Vrchlicky, who had died many years earlier. In 1944, the attention of the musical
public was focused on the 70" birthday of the late composer Josef Suk.

The year 1941 is regarded as one of the turning points of the Protectorate of Bohemia
and Moravia. Compulsory labor was enacted in January, and that June Nazi Germany went
to war against the Soviet Union. In September Reinhard Heydrich was appointed as Acting
Reich Protector, and he immediately declared a state of civil emergency, which limited
more than just cultural life in the protectorate. All of those events impacted the daily lives
of citizens, including musical life.®> The only legal Czech political organization was called
National Union (Narodni souruc¢enstvi), one component of which was a Culture Council.
National Union was originally intended to serve as a tool of passive resistance, to prevent
the Germanization of the nation, and to demonstrate patriotism.® This perception gradually
weakened after the outbreak of the Second World War during 1940 and early 1941. The
institution was transformed over time into a loyal servant of the occupying power, and by
1943 it had lost practically all of its influence over events in the Protectorate.” The year
1941 found itself in the middle of this process, and it is clear that an event on the scale
of the Dvorak jubilee or having a similar subtext would have been unthinkable by 1942,
when Reinhard Heydrich was carrying out public administration reforms and when the
collaborator Emanuel Moravec was in charge of the Ministry of Education and National
Enlightenment.

2) Culture Council of the Czech National Council, center for cultural and education activity of National Union:
Zprava o ¢innosti Kulturni rady 1939-1942 (Report on Activities of the Culture Council 1939-1942), Prague
1942, p. 45: according to this source, the number of musical productions was 2,346.

3) Seeeg. MICHLQVA, Marie:vProtentokrét aneb Ceska kaZzdodennost 1939-1945 (For the Time Being or
Czech Everyday Life), Cas (Time), Ritka 2012, p. 44.

4) Vlasta Reittererova compares the celebrations of the two jubilees in her study Zwischen Mozart und Dvorak
1941, in: Musik im Protektorat Bhmen und Mahren (1939-1945): Fakten, Hintergriinde, historisches Umfeld,
ed. Andreas Wehrmeyer, Ricordi, Miinchen 2008, pp. 169-192.

5) See e.g. Valecny rok 1941 v éeskoslovenském domacim a zahrani¢nim odboji: sbornik k mezinarodni
konferenci (The Wartime Year 1941 in the Czechoslovak Home and Foreign Resistance: Proceedings of the
International Conference), ed. Ladislav Kudrna, Ustav pro studium totgalitm’ch reziml (Institute for the Study
of Totalitarian Regimes), Prague 2012; MARSALEK, Pavel: Protektorat Cechy a Morava: statopravni a politické
aspekty nacistického okupacniho rezimu v Ceskych zemich 1939-1945 (The Protectorate of Bohemia and
Moravia: Constitutional and Political Aspects of the Nazi Occupation Regime in the Czech Lands 1939-1945),
Karolinum, Prague 2002; BRYANT, Chad Carl: Praha v ¢erném: nacisticka viada a ¢esky nacionalismus (Prague
in Black: The Nazi Government and Czech Nationalism), Argo, Prague 2012.

6) Ninety-eight percent of the male population of the Protectorate joined the National Union.

7) VECERA, Pavel: Na’rodnisouru?enstvi(National Union), in: MaliF, Jifi et al.: Politické strany: vyvoj politickych
stran a hnuti v ¢eskych zemich a Ceskoslovensku v letech 1861-2004 (Political Parties: The Development of
Political Parties and Movements in the Czech Lands and Czechoslovakia in the Years 1861-2004), Doplnék,
Brno 2005, pp. 1091-1103.
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The first mention of plans to hold a music festival for the Dvorak 100" anniversary is an
entry in the chronicle of the Association for the Erection of a Monument to Master Antonin
Dvorak in Prague - later the Antonin Dvorak Society.® From the entry dated 5 June 1939,
we learn of a meeting between Otakar Sourek and the conductor Vaclav Talich concerning
the holding of Dvorak celebrations in cooperation with Umélecka beseda (Arts Forum) and
the Prague Conservatory. On this basis, a resolution was adopted for holding a meeting of
all of the institutions involved. Thus nearly two years passed between the first ideas and
the final realization of the 1941 Dvorak jubilee. Already the preparations were monitored by
the public with interest and became a frequent topic of discussion. In August 1940 Mirko
Ocadlik pointed out that “The Dvorak jubilee must become a mobilization of Czech cultural
forces, so it can truly be heard as a manifestation of the Czech creative spirit,” because
“standing at the threshold of the Dvorak Centennial Jubilee, we realize in this case, as
with any jubilee, what actually will be required to keep the event from coming across as
an empty, formal celebration.”® On New Year's Day of 1941, the daily newspapers printed
a report urging musical organizations to participate in the celebrations.*°

In Prague and Brno, the Culture Council took charge of organizing the official
celebrations.** On 15 June 1940, the Antonin Dvofak Society sent an official letter to
the Culture Council suggesting that it take on the organizing of the Dvorak celebrations,
and at the same time the Society offered the cooperation of its personnel. The Culture
Council reacted to the letter with a letter of its own dated 5 July of that year, reporting
that the Society’s proposal had been ratified by the Culture Council music and theatre
department.*?

The following persons were appointed as members of the Dvorak Jubilee working
committee established by the Culture Council on 11 December 1940:*® Otakar Sourek
(committee chairman),** Richard Stretti (committee vice chairman, chairman of the ADS),

8) The organization was renamed as the Antonin Dvorak Society in 1944, although the changing of the name
had already been under consideration in 1941. | wish to thank the Antonin Dvorak Society for kindly lending me
the chronicle. That source is where | found the majority of the information about preparations and preliminary
organization of the celebrations. In the text below the Antonin Dvorfak Society is abbreviated as the ADS.

9) OCADLIK, Mirko: V pfedveder Dvoidkova jubilea (On the Eve of the Dvoiék Jubilee), Brazda (The Furrow),
Vol. 3, No. 35, 28 Aug. 1940, p. 432.

10) SOUREK, Otakar: Na prahu roku DvoFakova (At the Threshold of the DvoFak Year), Venkov (Countryside),
1 Jan. 1941, p. 6.

11) Its full name was Culture Council of the Czech National Council, center for the culture and education activity
of National Union. It was divided into nine departments, and it had a chairman and a board of directors. Its task
was to cover the cultural life in the Protectorate; it was of an apolitical, volunteer character.

12) The chairman of the ninth department of the Culture Council, i.e. the music and theatre department, was
Otakar Sourek.

13) See KUNA, Milan: Vaclav Talich 1883-1961: Stastny i horky udél dirigenta (Vaclav Talich 1883-1961: The
Happy and Bitter Fate of a Conductor), Academia, Prague 2009, p. 789. Milan Kuna gives this date, which | have
not been able to verify in other sources.

14) Several different organizations were brought together in the person of Otakar Sourek. He was the chairman
of the music department of the Culture Council, a founding member of the ADS, vice-chairman of the Music
Department of Umélecka beseda (Arts Forum), and last but not least, from 1940 he served as the chairman of
the Czech Chamber Music Society. All of those organizations joined actively in the celebrations.
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Josef Bachtik (a writer on music and a high municipal commissioner), Jifi Dostal (head of
the music department of the Central Municipal Library, in charge of promotion?®), Jaromir
Fiala (professor, in charge of celebrations at schools), Josef Horak (secretary of the
Culture Council), Karel Boleslav Jirak (composer, director of the state radio company’s
music department who was in charge of radio broadcasting), Jindfich Kvét (a writer
on music and a superior court councilor), FrantiSek Krofta (head of the Pévecka obec
Ceska - Czech Vocal Society, entrusted with getting singers involved), Jaroslav Mikan
(a professor who handled the exhibition connected with the celebrations), Vaclav Mikota
(director of the publishing house Hudebni matice, in charge of publications), Jifi MiSek
(a professor in charge of minor events), MiloS Popel (secretary of the Culture Council),
Josef Soukup (a professor), Metod Vymetal (conductor of the Pévecké sdruzeni prazskych
ucitelek - a women'’s choir for Prague’s teachers - who supervised celebrations held in
churches).'®

The country’s president Emil Hacha served as the patron of the celebrations. He agreed
to do so during an audience on 16 January 1941, when representatives of the Culture
Council informed him about the extent and importance of the planned celebrations.'” The
president then participated at a few selected concerts and performances.

The Dvorak jubilee was intended as a nationwide undertaking. Joining in the
celebrations were not only big cities and towns, but also even smaller villages - to the
extent of their available personnel and artistic capabilities. For those organizers who
lacked much experience with presenting musical events, the Culture Council prepared
an aide - a brochure giving practical advice and instructions on how to assemble
a programme, what repertoire to choose etc.'® Another practical publication was issued for
the same purpose - A Manual for Those Honoring Dvorak’s Music and for Organizers of
His Celebrations.’® Besides a poem by Jaroslav Vrchlicky and a foreword by Otakar Sourek,
it primarily provides a list of Dvorak’s works, music by Dvorak issued on gramophone
records, and a bibliography of Czech literature about the composer.

15) Source for information about the roles of individual committee members: see footnote no. 2, p. 47.

16) This complete list of members was published in: Pamatce Antonina Dvoraka: [na pamatku Dvorakova ju-
bilejniho roku 1941] (In Memoriam Antonin Dvorak: In Commemoration of the Antonin Dvorak Jubilee of 1941),
Culture Council of the Czech National Council, Prague 1942, p. 49.

17) See Archiv Kancelare prezidenta republiky (The Archives of the Office of the President of the Czech Republic,
hereinafter AKPR), D 00295/41, inv. no. 1281/D, shelf mark S 11 534/44, carton 213. All of the documents
cited below from the AKPR are kept under that inventory number, so | will not repeat it in the text that follows;
instead | will refer to the specific designation of the documents. Also kept under shelf mark D 00295/41 at the
AKPR is the official request of the Cultural Council for the acceptance of patronage, dated 15 January 1941.
18) [MISEK, Jifi]: Oslavy Antonina Dvoraka 1841-1941. Programové ndvrhy pro oslavné vedery a koncert
(Antonin Dvorak Celebrations 1841-1941. Suggested Programmes for Evening Celebrations and Concerts),
Culture Council, Prague 1941.

19) Dvorakuv jubilejni rok 1941: Prirucka pro ctitele Dvorakova dila a pro poradatele jeho oslav: V roce stého
vyro¢i narozeni mistrova (The Dvorak Jubilee 1941: A Manual for Those Honoring Dvorak’s Music and for
Organizers of His Celebrations), ed. Vaclav Mikota, Culture Council, Prague 1941.
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The official Prague celebrations were held throughout the year, divided into two series.
According to the official brochure,?® 38 performances were included in the spring series,
while the autumn series consisted of 16 musical productions.?

When examining the programming of the two Prague series, we find that Dvorak’s
oratorios, cantatas,?? and operas?: received a great deal of attention, unlike his songs and
piano works, which were performed rather more sparingly. Dvorak’s symphonies nos. 4,
5, 6, 7, and 9 were played, as well as nearly all of his symphonic poems and rhapsodies.

The Czech Philharmonic and its conductor Vaclav Talich opened the spring series of
celebrations on 19 March. The programme featured Dvorak’'s Hussite Overture, op. 67,
followed by an address by the composer Josef Bohuslav Foerster.?* The concert continued
with the cantata Te Deum, op. 103 sung by Marie Podvalova and Jan Konstantin together
with the Cesky pévecky sbor (Czech Choir conducted by Jan Kiihn), and the Symphony
No. 6 in D Major, op. 60 brought the gala evening to a close.

The final concert of the spring series was not listed in the official brochure - it had not
been made public and was only for invited guests. It took place on 11 June in the Spanish
Hall at Prague Castle, and its organization was taken over from the Culture Council directly
by the office of the President of the Republic, Dr. Emil Hacha.?® The programme consisted
of the Serenade in D Minor, op. 44, the Serenade in E Major, op. 22 and the Czech Suite
in D Major, op. 39, performed by the Czech Philharmonic conducted by Véaclav Talich.?®

The autumn cycle opened with a ceremonial gathering at the National Theatre
on 7 September at eleven o’clock in the morning. Among those in attendance was
President Emil Hacha, who was welcomed in the vestibule by Karel Domin and Otakar
Sourek representing the Culture Council. Also attending were leading representatives of
the protectorate government, including, among others, the prime minister General Alois
Elids.?” The Czech Philharmonic and the conductor Vaclav Smetacek performed the overture

20) Dvorakuyv jubilejni rok: Program oslav v Praze: Oslavy 100. vyroéi narozeni hudebniho skladatele Dr. h. c.
Antonina Dvoraka pod zastitou pana statniho presidenta Dr. Emila Hachy pé¢i Kulturni rady: Bfezen-duben-
-kvéten-Cerven 1941 (The Dvorak Jubilee 1941: The Programme of Celebrations in Prague: Celebrations of the
100" Anniversary of the Birth of Dr. Antonin Dvorak under the Patronage of the State President, Dr. Emil Hacha
through the Care of the Culture Council: March-April-May-June 1941), ed. Rudolf Hudec, Culture Council of the
Czech National Council, center for cultural and education activity of National Union, Prague 1941.

21) Dvorakuv jubilejni rok: Program oslav v Praze: Oslavy 100. vyroCi narozeni hudebniho skladatele Antonina
Dvoraka pod zastitou pana stat. presidenta Dr. Emila Hachy pé¢i Kulturni rady: Zari-fijen 1941 (The Dvorak
Jubilee 1941: The Programme of Celebrations in Prague: Celebrations of the 100" Anniversary of the Birth of
Dr. Antonin Dvofék under the Patronage of the State President, Dr. Emil Hacha through the Care of the Culture
Council: September-October 1941), ed. Rudolf Hudec, Culture Council of the Czech National Council, center for
cultural and education activity of National Union, Prague 1941.

22) All of Dvorak’s oratorios and cantatas were performed except for The American Flag, op. 102.

23) All of Dvorak’s operas were performed except for Alfred, King and Charcoal Burner, and Vanda.

24) Foerster's address as well as the addresses by Miloslav Hysek, K. B. Jirak, and Otakar Sourek later appeared in
print; see Pamatce Antonina Dvoraka: [na pamatku Dvorakova jubilejniho roku 1941] (In Memoriam Antonin Dvorak: In
Commemoration of the Antonin Dvorak Jubilee of 1941), Culture Council of the Czech National Council, Prague 1942.
25) See AKPR, D 2547/41 or D 02350/41.

26) For more information about this concert, see NOVA, op. cit. in footnote no. 1, pp. 157-158.

27) Seee.g H.D.:Oslava stych narozenin Antonina Dvoréka (Celebrating the 100™" Birthday of Antonin Dvorak),
Ceské slovo (Czech Word), 9 Sept. 1941, p. 6.
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My Country, op. 62 followed by Hymn
“Heirs of the White Mountain”, op. 30 with
the Hlahol Choir and Karel Sejna.

The concertofthe Czech Philharmonic
on 31 October, this time conducted
by Rafael Kubelik, brought the official
celebrations in Prague to a close. The
performance included the overture
Othello, op. 93, three Biblical Songs,
op. 99 (sung by Jan Konstantin, a soloist
at the National Theatre), the symphonic
poem A Hero’s Song, op. 111, then after
the interval the Symphony No. 9 (“From
the New World”), op. 95.

The conductor Vaclav Talich was an
important figure in the celebrations. He
participated in the spring celebrations
with a series of eight evenings titled
Dvorak and His School and several other
concerts of the Czech Philharmonic;
Véclav Talich those programmes basically substituted
Fotografie, autor neznamy, 30. Iéta 20. stoleti/ Photograph ~ fOr the festival Czech Musical May.
by an unknown photographer, 1930s He was less active during the autumn
NM-CMH-MAD 6171 11 series, but he still conducted several

performances in the cycle of Dvorak’s
operas. An act of significance was his production of Dvorak’s last opera Armida, op. 115,
which had not been seen on the stage of the National Theatre since Otakar Ostrcil's
production in 1928. Talich conducted the opera at the National Theatre until 1943,
then the following year the task of conducting two more performances was assumed by
FrantiSek Skvor.2® President Hacha was among those attending the opera’s premiere on
22 November.?° During the interval, he received in his loge the education minister Jan
Kapras and also representatives of the Culture Council, the chairman M. Hysek, O. Sourek,
and R. Stretti.*° “The success of ‘Armida’ was great, [...] it means satisfaction for Antonin
Dvorak.” 3t Mirko Ocadlik, otherwise an inveterate opponent of Talich, acknowledged the
quality of the production.3?

28) See the on-line archives of the National Theatre, available at: http://go0.gl/pfGerO [downloaded on 22 April 2014].
29) In the official brochure, the date of the premiere is given as 21 October, so the premiere was postponed.
30) See AKPR, D 4767/41, D 4741/41.

31) KOVAL, K[arel]: Slavné zadostiuc¢inéni Antoninu Dvorakovi (Glorious Satisfaction for Antonin Dvofak), Ven-
kov (Countryside), 25 Nov. 1941, p. 6.

32) OCADLIK, Mirko: Obnovena Armida (The Revival of Armida), Brazda (The Furrow), Vol. 4, No. 49, 3 Dec. 1941,
pp. 583-584. For an example of Ocadlik’s attacks against Talich, see: ,Les v Ceské opere“ a co z toho plyne (“The
Forest in Czech Opera” and What It Implies), Brazda (The Furrow), Vol. 4, No. 20, 13 May 1941, pp. 236-238.
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The Prague Quartet (Willy Schweyda, Herbert Berger - violin, Ladislav Cerny - viola and
Ivan Vectomov - cello) was largely responsible for the presentation of Dvorak’s chamber
music during the spring series. On five evenings, they played eight of Dvofak’s string
quartets, and in collaboration with other performers they also played the Piano Quartet
No. 2in E-Flat Major, op. 87, three string and piano quintets, and the String Sextet in A Major,
op. 48. The Prague Piano Trio (Oldfich Kredba - piano, Vladimir Hanousek - violin, Vaclav
Stoupa - cello) performed three piano trios including the popular “Dumky” Trio, op. 90.
A number of other musical ensembles and performers joined in the celebrations including,
to name a few, the Czech Trio, teachers’ choral societies from Moravia and Prague, the
Cesky pévecky sbor (Czech Choir), Symfonicky orchestr FOK (Prague Symphony Orchestra),
the cellist Milo§ Sadlo, several soloists from the National Theatre, the conductors Karel
Boleslav Jirdk, Karel Nedbal, Otakar Jeremias, and many others.

The anniversary of Dvorak’s birth was celebrated by more than just the playing of his
music. As part of the autumn series, Jaroslav Mikan prepared an exhibition on the life
and works of A. Dvorak at the Museum of Decorative Arts in Prague, and J. Mikan was
also the author of the catalogue issued by the Culture Council.®® Exhibits were lent both
by individuals such as Dvorak’s heirs, O. Sourek, and J. Branberger and by institutions
such as the Prague Conservatory and the National Museum in Prague. The exhibition
also presented the results of a competition for a new stage design for Dvorak’s Rusalka.3*
Richard Stretti opened the exhibition of memorabilia and music of Antonin Dvorak with
an address on 8 September.®® Although it was planned to run through 8 October, it closed
early on 28 September.3¢

The concerts as they are listed in the official brochures®” issued by the Culture Council
constituted the framework of the Prague celebrations, but those publications definitely do
not contain everything that was done in Prague to celebrate Dvofak and his music. Besides
the official events, concerts were organized by various associations and organizations
on their own initiative. There is no list of such concerts, so all one can do is search
through the pages of the daily press and try to reconstruct the course of the celebrations
apart from the main events from the printed news reports and small comments. Just
one such event worth recalling was a performance by the ensemble Vétrnik (Pinwheel)
at the “D for 99" theatre, which combined recitation, music, and film to present the
life and music of Antonin Dvorak; the performers included H. Bendova, H. Hrdinova,
J. Benda, V. Brodsky, V. Podzimek, Z. Rehof, and Z. Trnka.3® Also engaged in activity the
pupils at a Prague-Vinohrady secondary school, where a student orchestra conducted by

33) MIKAN, Jaroslav: Katalog vystavy pamatek a dila Antonina Dvoraka Praha 8. IX. - 8. X. 1941 (Catalogue of
the Exhibition of Memorabilia and Music of Antonin Dvorak in Prague, 8 September - 8 October 1941), Culture
Council of the Czech National Council, center for cultural and education activity of National Union, Prague 1941.

34) See AKPR, D 03782/41.

35) Richard Stretti (1875-1968), musical organizer and composer, chairman of the A. Dvorak Society for many
years.

36) That day, Reich Protector Reinhard Heydrich declared martial law.
37) See footnotes nos. 20 and 21.
38) JECNY, Hubert: Portrét A. DvoFaka (A Portrait of A. DvoFék), Vlajka (The Flag), 19 Nov. 19441, p. 4.
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Prof. J. PeCeny performed Dvorak’s Slavonic Dances, waltzes, the Polonaise in E-Flat
Major, and other works.®® At a theatre in Vinohrady, the choreographer and dancer
Milca Mayerova presented a dance matinee with Dvorak’s symphonic poems The Water
Goblin, op. 107, The Noon Witch, op. 108, and The Golden Spinning Wheel, op. 109. ISa
Krej¢i conducted the Symphony Orchestra of the Orchestral Association, and pupils from
M. Mayerova’s dance studio joined with the solo dancers.*°

In the text so far, we have dealt with official events held in Prague. Musical clubs and
organizations, primarily in the countryside as well as in smaller towns in Bohemia and
Moravia, also showed interest in participating in the celebrations.** For example, the
Mass in D Minor, op. 86 was performed in Trutnov,*? and The Spectre’s Bride, op. 69 was
played in Mlada Boleslav.*® Joining the celebrations were the local orchestral association
in Zelezny Brod** and the Perndtyn Chorus in Pilsen.*® In KroméFiz, the conductor Eugen
Trason together with the symphony orchestra operated by the state radio affiliate in Brno,
the Moravan mixed choir, and vocal soloists from Brno performed The Spectre’s Bride,
op. 69 on 14 June.*® Rudolf Vasata conducted the oratorio Stabat mater, op. 58 at the
Kladno Municipal Theatre with soloists from Prague’s National Theatre, the Smetana Vocal
Society, other choral singers from Kladno, and with the participation of the StfedoCeska
filharmonie (Central Bohemia Philharmonic).*” The musical theatre department of the
Hradec Kralové History Museum put on an exhibition titled Antonin Dvorak and Hradec
Kralové,*® an exhibition titled Dvorak and Moravia was held in Brno at the Besedni diim
(Community Hall),*® and the Dvorak Museum Society in Kralupy nad VItavou presented
a short-term exhibition titled Dr. A. Dvorak, jeho rodny kraj, Zivot a dilo (Dr. A. Dvorak, His
Native Region, Life, and Works).5°

39) See: Studenti oslavuji Dvoraka (Students Celebrating Dvorak), Brazda (The Furrow), Vol. 4, No. 24, 11 June
1941, p. 284; a: Vinohradsti studenti vzpomnéli Antonina Dvoraka (Students in Vinohrady Commemorated
Antonin Dvorak), Narodni stfed (National Center), 4 April 1941, p. 5.

40) See e.g.: a: Dvorakovské tanecni matinee (A Dvorak Dance Matinee), Narodni stfed (National Center),
22 April 1941, p. 5.

41) Just like the unofficial Prague concerts, an overall listing of activities outside of Prague would have to be
reconstructed from the period press and other sources. Such a task is beyond the scope of such a brief text, but
appropriate space will be dedicated to it in a dissertation under preparation by the author of this study.

42) Ibid.

43) Oslavy Dvorakova jubilejniho roku v severnich Cechach (Celebrations of the Dvorak Jubilee in Northern
Bohemia), Narodni stfed (National Center), 27 May 1941, p. 6.

44) Ibid.

45) Pévecky spolek Pernstyn uctil pamatku Dvorakovu (The Pernstyn Choral Society Honored Dvofak’s Memory),
Néarodni stfed (National Center), 22 April 1941, p. 5.

46) See the concert programme kept at the National Museum - Czech Museum of Music - A. Dvorfak Museum
(hereinafter NM-CMH-MAD), inv. no. 15086 II.

47) See the concert programme kept at the NM-CMH-MAD, inv. no. 1523 II.

48) VWystava Antonina Dvoraka v Hradci Kralové (The Antonin Dvorak Exhibition in Hradec Kralové), Vlajka
(The Flag), 6 Sept. 1941, p. 6.

49) V Brné otevreli vystavu Dvorak a Morava (The Exhibition Dvofak and Moravia Opens in Brno), Narodni stfed
(National Center), 18 April 1941, p. 5.

50) ZASTERA, Josef Kl.: Jubilejni vystava: Dr. A. Dvofak, jeho rodny kraj, Zivot a dilo (Jubilee Exhibition: Dr. A. Dvorak,
His Native Region, Life, and Works), Podfipsky kraj (Podfipsko Region), Vol. 6, No. 4, 1941, pp. 99-119.
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Shromazdéni na prazském Vysehradé pfi prilezitosti imrtniho dne Antonina Dvoraka / Gathering at Prague’s
Vysehrad Cemetery to commemorate the anniversary of the death of Antonin Dvofak

1. 5. 1941, zprava Jaroslav Eminger, Magda Santriékova-DvoFakova, uprostfed skupiny Otakar Kadner, zcela vie-
vo Otakar Sourek / 1 May 1941, from the right: Jaroslav Eminger, Magda Santriékova-Dvorakova, in the middle
of the group: Otakar Kadner, on the far left: Otakar Sourek

Fotografie, autor neznamy / Photograph by an unknown photographer

NM-CMH-MAD, &. pf. / Acquisition no. 88/98

The year of the 100™ anniversary of Dvorak’s birth was also in inspiration for several
musical writers and scholars. A number of publications appeared on the topic of the
composer’s relationship to the region (Antonin Dvorak a Plzen [Antonin Dvorak and Pilsen]
by Antonin Spelda, Vztahy Antonina Dvofaka ke Kladnu [Antonin Dvofak’s Relationship
with Kladno] by Cyril Novotny, Dvorak a Pisek [Antonin Dvorak and Pisek] by Karel Polesny,
Dvorak a Nymburk [Dvofak and Nymburk] by Zdenék Culka, Antonin Dvorak a Morava
[Antonin Dvorak and Moravia] by Jan Racek etc.),%* as well as biographical studies (e.g.
Antonin Dvorak: Nastin Zivota a dila [Antonin Dvorak: A Sketch of His Life and Works] by
Josef Bachtik, Antonin Dvorak by Jaroslav Hlousek, another work with the same title by
Otakar Sourek, and Antonin Dvofak: jak Zil a co dal narodu a svétu [Antonin DvoFak: How
He Lived and What He Gave His Nation and the World] by Karel Polman).5? Otakar Sourek

51) SPELDA, Antonin: Dr. Antonin Dvofak a Plzefi: studie (Dr. Antonin Dvofak and Pilsen: A Study), Grafické
z&vody Pour a spol. (Pour and Company Graphics), Pilsen 1941; NOVOTNY, Cyril: Vztahy Antonina Dvofaka ke
Kladnu (Antonin Dvorak’s Relationship with Kladno), Vybor pro Dvofakovy oslavy na Kladné (Committee for the
Dvorak Celebrations in Kladno), Kladno 1941; POLESNY, Karel: Antonin Dvorak a Pisek: nékolik poznémek
k vystavé Praplanu v lété 1941 (Antonin Dvorak and Pisek: A Few Comments on the Praplan Exhibition in the
Summer of 1941), Vladimir HruSka, Pisek 1941; CULKA, Zdenék: Antonin Dvorak a Nymburk (Antonin Dvorak
and Nymburk), Nymbursky Hlahol (Hlahol Choral Society in Nymburk), Nymburk 1941; RACEK, Jan: Antonin
Dvorak a Morava: vzpominkova ¢rta k stému vyro¢i mistrova narozeni (Antonin Dvorak and Moravia: A Sketch to
Commemorate the 100" Anniversary of the Master’s Birth), Topicova edice (Topi¢ Edition), Prague 1941.

52) BACHTIK, Josef: Antonin Dvoiék: Nastin Zivota a dila (Antonin Dvofak: A Sketch of His Life and Works),
Fr. A. Urbanek, Prague 1941; HLOUSEK, Jaroslav: Antonin Dvoidk: O Zivoté a dile velikého Geského umélice
(Antonin Dvofak: On the Life and Works of a Great Czech Artist), Ceska graficka Unie (Czech Graphics Union),
Prague 1941; SOUREK, Otakar: Antonin Dvorak, Hudebni matice Umé&lecké besedy (Music Foundation of the
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published a successful collection of correspondence titled Antonin Dvorak pratelim
doma (Antonin Dvorak to His Friends at Home) (which Mirko Ocadlik even rated as the
greatest and most lasting benefit of the Dvorak Jubilee),?® and Jaroslav Albrecht published
Dvorakovy opery a Ceska kritika hudebni (Dvorak’s Operas and Czech Music Criticism).5
Somewhat in its own category is a publication by Celestin Rypl®® with contributions by
Vaclav Talich, Josef Bachtik and others. The core of the publication was a text by C. Rypl,
in which he emphasizes Dvorak’s relationship with Germany and the fact that Dvorak
“was able to find a way to relate positively to his political circumstances and especially
towards German culture”, because “the course of Dvorak’s life was closely tied to German
culture.”®®

The gramophone record industry also took advantage of the Dvorak anniversary to
increase production. Dvofak’s works appeared on records released by Ultraphon and
Telefunken with performances by eleven conductors.5” Through the Melantrich publishing
house, the Culture Council distributed a plaster bust of Dvorak created by the artist
Jan A. Vitek as well as a portrait of Dvorak painted by Max Svabinsky.58

The publishing house Hudebni matice Umélecké besedy (Music Foundation of the Arts
Forum) prepared a complete vocal score of Dvorak’s last opera Armida, op. 115. Karel
Solc made the piano arrangement, and Otakar Sourek added a foreword. That act was
described as “the most important new publication”.5°® Editions were also published of
Dvorak’s songs and choruses, opera excerpts etc.

The state radio station also joined in the jubilee celebrations, preparing the performing
of Dvorak’s complete works.®® A weekly newsreel showed footage from the ceremonies at
Nelahozeves (7 Sept.) and at the Master’s grave in VySehrad, from Talich’s performance of
the Slavonic Dances (8 Sept.), from the concert of the Smetana Choir in Pilsen, and from
other events held as part of the celebrations of the anniversary.®*

Arts Forum), Prague 1941; POLMAN, Karel: Antonin Dvofék, jak Zil a co dal narodu a svétu (Antonin Dvorak: How
He Lived and What He Gave His Nation and the World), Ustfedni ucitelské nakladatelstvi a knihkupectvi (Central
Pedagogical Publishing and Bookselling), Prague 1941.

53) Antonin Dvorak prateldm doma (Antonin Dvofak to His Friends at Home), ed. Otakar Sourek, Melantrich,
Prague 1941; OCADLIK, Mirko: Dopisy Antonina Dvoraka (The Letters of Antonin Dvofak), Brazda (The Furrow),
Vol. 4, No. 40, 1 Oct. 1941, p. 477.

54) ALBRECHT, Jaroslav: Dvorakovy opery a ¢eska kritika hudebni (Dvorak’s Operas and Czech Music Criticism),
VySehrad, Prague 1941.

55) Celestin Rypl (1894-1945) was a composer, pianist, writer on music, and official at the Ministry of Education
and National Enlightenment under the protectorate. He was known for his activist, pro-German attitude.

56) RYPL, Celestin et al.: Sbornik k oslavé stoletych narozenin Antonina Dvoraka 1841-1941 (A Collection of
Essays Celebrating the 100" Anniversary of the Birth of Antonin Dvorfak 1841-1941), Evropské vydavatelstvo
(European Publishing), Prague 1941, pp. 39-40.

57) [V Dvorakové jubilejnim roce... (In the Year of the Dvorak Jubilee)], Narodni divadlo (National Theatre),
Vol. 19, No. 2, 15 Sept. 1941, pages not numbered.

58) Cf.e.g. AKPR D 4325/41.
59) See footnote no. 20, p. 17.

60) See e.g. Vstup k oslavam Dvorakovym (Entering the Dvorak Celebrations), Tyden rozhlasu (Radio Weekly),
Vol. 7, No. 5, 1 Feb. 1941, p. 2.

61) See e.g. footnote no. 2, p. 50. A copy of the newsreel is kept at the NM-CMH-MAD, inv. no. 7103 V.
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The tendency to return to the past and to traditions in all fields of culture increased
greatly during the period of the protectorate.®? “In tradition [one] seeks a focal point for
development and a return to older genres and methods proven in the past, [which are]
regarded as the sole center of security of the nation’s existence.”®® Although the initial
impulse for the holding of such pompous celebrations was undoubtedly respect and
love for the great Czech composer, some of the events were understood by the broader
public primarily as a demonstration of patriotism - in the words of the historian FrantiSek
Cervinka: “Czech culture became the badge of patriotism, and in the guise of being
apolitical, in the consciousness of the inhabitants and of the artists among them - poets,
writers, dramatists, composers, performers, visual artists - it acquired the meaning of
a paramount ideological weapon in the struggle against fascism.”%* According to official
Culture Council materials, a total of over 3,500 musical productions were held®® all over
the protectorate. The response of the press was also monumental - the Culture Council
lists over 3,500 press reports.®

The Dvorak celebrations did not always proceed in the spirit of honoring the master’s
genius. Voices were also raised questioning both the overall concept of the celebrations
and the motives and professionalism of individual participating artists. On the pages
of the journal Brazda (The Furrow),®” Mirko Ocadlik expressed dissatisfaction with the
programming of the celebrations (or specifically of the spring series). Above all, there were
no series of the complete Dvorak operas and symphonies. In the spring series, the operas
Alfred, King and Charcoal Burner, and Vanda were absent, and in the autumn, only the
opera Armida was added. Ocadlik mostly blames Vaclav Talich, the administrator of the
opera ensemble of the National Theatre, for this shortcoming - “We note in the set of the
main points of the Prague Dvorak jubilee programming that it is dictated by the personal
interests of Vaclav Talich, namely repertoire that Talich has ready.” In connection with this,
he objects to Talich’s series Dvorak and His School - Ocadlik would have preferred the
performing of all of Dvorak’s works instead of those of his pupils (which should have come
later and only secondarily). The result of this expansion is more of a dispersion rather
than a presentation of Dvofak’s work in a broader context. “What is the Dvorak Jubilee
really all about? Dvorak’s music or the personal prestige of the conductor?”,%8 he asks.
He regards the preparations of the National Theatre for such an important anniversary
as totally insufficient; basically, old productions were just dusted off and given an a new

62) CERVINKA, Frantisek: Ceskd kultura a okupace (Czech Culture and the Occupation), Torst, Prague 2002, p. 65 ff.

63) OCADLIK, Mirko: Revidujeme tradici (Let Us Revise Tradition), Brazda (The Furrow), Vol. 4, No. 1, 1 Jan.
1941, p. 9.

64) CERVINKA, FrantiSek: Ceskd kultura a okupace (Czech Culture and the Occupation), Torst, Prague 2002, p. 41.
65) See footnote no. 2, p. 50; Milan Kuna states the figure as 3,591, see footnote no. 13, p. 188.

66) See Culture Council of the Czech National Council, center for cultural and education activity of National
Partnership: Pfehled ¢innosti v podzimnim a zimnim obdobi 1941-1942 (An Overview of Activity in the Autumn
and Winter Season), Prague 1942, p. 6.

67) OCADLIK, Mirko: Dvorak(v jubilejni rok (The Dvoréak Jubilee), Brazda (The Furrow), Vol. 4, No. 15, 9 April
1941, pp. 177-178.

68) Ibid. for both quotes, p. 178.
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title as a series. Moreover, he calls the preparations sloppy and hasty.®® He bitterly notes
the fact that space in the media was dominated by Otakar Sourek, whose opinions were
simply repeated. On the other hand, Otakar Sourek sees logic in the conception of the
programmes planned for the series Dvorak and His School,”® while Vaclav Talich defends
this concept as an attempt to “show how the many stimuli of the teacher first assumed
a definitive form in his pupils.”™

The fact that the struggles over Dvorak were not yet completely over, that they were still
relevant for young composers, and that their reverberations were continuing in 1941 is
shown by the polemics that erupted on the pages of the press between Otakar Sourek and
Mirko Ocadlik. ISa Krejci provided the stimulus for the discussion with his text The Struggle
against Dvorak Seen with Today’s Detachment in the journal Rytmus.™ In his text, he
summarizes the course of the struggles, which he defines as the opposing of two creative
types - the purposefully creating type (Smetana) and the spontaneously instinctive type
(Dvorak). In doing so, he opposes the condemnation of one type or the other, and he ends
his essay by declaring: “The present-day attitude of the Czech musician concerning the
old disputes over Dvorak is no longer expressed by the burning question of ‘Smetana or
Dvorak’, but instead by a joyous affirmation: ‘Both Smetana and Dvorak!"”"® Mirko Oc¢adlik
reacted to that text with another article in the journal Brazda (The Furrow) titled Tak zvany
,boj o Dvoraka“ (The So-Called “Struggle against Dvorak”).”™ He objects that the struggle
(about the course of which Krejéi is supposedly unaware) was not a struggle against
Dvorak, but rather against an anti-Smetana current in Czech musical life, which, by the
elevating of Dvorak’s importance, was attempting to relegate Smetana’s importance to the
background; Dvorak himself had supposedly once made boorish, aggressive comments
directed at Smetana. Otakar Sourek responds to O&adlik with the article Prohra boje
proti Dvorakovi (The Struggle Against Dvorak Is Lost) printed in the newspaper Venkov
(Countryside).” In it, he deals with Oc¢adlik’s assertions one by one (in particular those
concerning Dvorak’s disrespect towards Smetana and the legitimacy of commentary by
“persons not involved” in the old disputes), and he generally accuses Ocadlik of being
“misleading” and of a lack of specifics in his statements. In summation, he concludes:
“One of the undeniable successes of the Dvorak jubilee is that it has fundamentally
contributed towards the complete defeat of the former struggle against Dvorak.””® O¢adlik

69) See OCADLIK, Mirko: Jak ,Prodana nevésta“ ke cti prisla (How “The Bartered Bride” Came to Be Honored),
Brazda (The Furrow), Vol. 4, No. 24, 11 June 1941, p. 285.

70) SOUREK, Otakar: Suklv koncert v Narodnim divadle (Suk’s Concert at the National Theatre), Venkov
(Countryside), 17 May 1941.

71) TALICH, Vaclav: Uvodem (Introduction), Narodni divadlo (National Theatre), Vol. 18, No. 13, 30 April 1941, p. 1.

72) KREJCI, 15a: Dvordkovsky boj s dnesniho odstupu (The Struggle against Dvorak Seen with Today's
Detachment), Rytmus (Rhythm), Vol. 7, 1941-1942, No. 1, pp. 2-4.

73) Ibid., p. 4.

74) OCADLIK, Mirko: Tak zvany ,boj o Dvoraka“ (The So-Called “Struggle against Dvorak”), Brazda (The Furrow),
Vol. 4, No. 46, 12 Nov. 1941, pp. 549-551.

75) SOUREK, Otakar: Prohra boje proti DvoFakovi (The Struggle Against Dvofak Is Lost), Venkov (Countryside),
23 Nov. 1941.

76) Ibid.

50 B Musicalia 1-2 /2014



The Dvorak Jubilee of 1941

expressed himself again on this topic in another issue of Brazda (The Furrow),”” and from
the texts of these two men, it is clear that not even the detachment of decades had settled
the old disputes, that there is rather a lack of any attempt at mutual understanding, and
that not even the Dvorak year changed that.

It is not easy to evaluate such mass cultural manifestations taking place moreover
during the troubled period of the Nazi occupation. An article in the newspaper Ceské
slovo (Czech Word) attempts to explain the scope of the celebrations: “The importance
of this jubilee will fill this entire year with its inexhaustible contents and the most diverse
opportunities for paying tribute to [Dvorak], and even as the event is now reaching its climax,
the celebrations shall continue into the following season. So enormous is the impetus for
national cultural manifestation that it is necessary to spread it out over such a vast length
of time.””® Probably the most positive aspect of the celebrations was the wave of activity
that swept the field of amateur music making. The participation of regional ensembles,
choirs, and orchestras by the hundreds merely substantiates the words spoken by Vaclav
Talich in September 1941: “If | am today saying ‘more Dvorak’, my wish is that through
the ongoing fostering of his music, we set before every Czech person a mirror, in which he
might get a glimpse of the endless possibilities of his own spiritual being. Only in this way can
Dvorak’s act come to fulfillment: by uplifting the folk among whom this genius was born.””®

Attendance at the concerts and performances was extremely high, and there was
considerable public interest in spite of the fact that “[...] the goal of Musical May is not
entertainment, but rather ennoblement.”®® Although the Dvofak celebrations had been
accepted or even supported by the occupation forces and the protectorate government, the
public at large, audiences, and musicians viewed the Dvorak celebrations as an exhibition
of patriotism and a demonstration of the high level of quality of Czech musical culture.

Zdenék Nejedly, however, did not share this positive view of the cultural events in the
protectorate. Nejedly had emigrated to Moscow in 1939, and it is from there that in 1944
in the pages of the magazine Ceskoslovenské listy (Czechoslovak News) he criticized the
way cultural life was being run under the protectorate. He was opposed to cultural activities
undertaken with the permission and support of the protectorate and the occupation
forces. According to him, such events just supported the image that the occupiers wanted
to maintain for the outside world, i.e. that there is autonomy and peace in Bohemia and
Moravia, so the citizens of the protectorate are even able to enjoy high culture during the
war years. “Yes, you poets, musicians, actors, and scholars, do not abandon your nation.
But in order not to abandon it, you must not reconcile with its murderers. Not all cultural
work strengthens the nation. Such work can also reconcile the nation with the enemy,
making it not a service to the nation, but a sin against the nation,” he warns. Nejedly

77) OCADLIK, Mirko: Pro¢ se zlobit? (Why Be Angry?), Brazda (The Furrow), Vol. 4, No. 49, 3 Dec. 1941,
pp. 584-585.

78) H. D.: Antoninu Dvorakovi k stému vyro¢i narozenin dne 8. zari t. r. (To Antonin Dvorak on the 100"
Anniversary of his Birth on 8 September of That Year), Ceské slovo (Czech Word), 7 Sept. 1941, p. 5.

79) TALICH, Vaclav: Vice Dvoraka (More Dvorak), Narodni divadlo (National Theatre), Vol. 19, No. 1, 1 Sept.
1941, p. 2.

80) TALICH, Vaclav: Na rozlou¢enou s hudebnim majem (A Farewell to Musical May), Narodni divadlo (National
Theatre), Vol. 18, No. 15, 10 June 1941, p. 1.
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expressed this opinion on the occasion of the
Smetana celebrations in 1944, but the Dvorak
Jubilee fits all of the parameters of his criticism.
The celebrations were held under the auspices
of the protectorate’s president, Hacha, whom
Nejedly regarded as a collaborator, and some
of the concerts and performances were
attended by representatives of the occupation
administration. Nejedly’s criticism was not
intended to rule out cultural activity altogether,
but “[...] it may never be with the participation
of or under the protection of the murderers of
the nation [...]".8!

Otakar Sourek does not take such a stern
view of the celebrations; to the contrary,
Zdenék Nejedly o . ) he was of the opinion that “[...] one may say
Fotografie, autor neznamy, 40. léta 20. stoleti / . .
Photograph by an unknown photographer, 19405 Without exaggeration that the course of these
Archiv Narodniho muzea / National Museum celebrations was extraordinarily joyous and
Archive, inv. €. /inv. no. PNP1. 244071 uplifting for our entire country, and that it
made a fundamental contribution towards
the broadest awareness of Dvorak’s greatness and of his importance for Czech national
culture.”®2 Jan Racek viewed the holding of the Dvorak jubilee enthusiastically: “Seldom,
perhaps, has the Czech nation succeeded in celebrating its genius with such genuine,
sincere, and loving immediacy as it did in this year of the Dvorak jubilee, in the year of
one of our country’s greatest musical geniuses. After all, this year the touching and nobly
maghnificent magic of Dvorak’s music, so close to the feeling of the people, reached all
strata of the nation and became the object of admiration even in those corners of our
country that the breath of this Czech creative genius generally has difficulty reaching.”
“[...we have] heard the works of the master almost in their entirety and in the instructive
company of other Czech works. That may well be one of the greatest positive aspects of
the Dvorak jubilee!” 8

Above all, in this year of 2014, the Year of Czech Music, we can take inspiration in
many ways from the scope, intensity, and impact on society as a whole of the Dvorak
celebrations in 1941.84

81) For all of the quotes, see NEJEDLY, Zdenék: Moskevské stati (Moscow Treatises), Svoboda (Freedom), Pra-
gue 1950, pp. 54-55.

82) SOUREK, Otakar: Prohra boje proti Dvorakovi (The Loss of the Fight against Dvorak), Venkov (Countryside),
23 Nov. 1941.

83) RACEK, Jan: Antonin Dvoréak v tradici ¢eské hudby (Antonin Dvorfak in the Tradition of Czech Music), Narodni
divadlo (National Theatre), Vol. 19, No. 1, 1 Sept. 1941, pp. 4 and 5 respectively.

84) This text has been published in an abbreviated form under the title Pribéhy pfedméti z Muzea Antonina
Dvoréaka. Dvorakuv jubilejni rok (The Stories of Objects in the Antonin Dvofak Museum. The Dvorak Jubilee Year)
in the journal Harmonie, 2014, No. 10, pp. 29-31.
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Vystavni cinnost
Spolecenstva hotovitelu
hudebnich nastroju v Praze

TEREZA BERDYCHOVA

Spolecenstvo hotovitelll hudebnich nastroju

v roce 1859 byl zaveden novy Zivnostensky rad,* v jehoz ddsledku byly nasledujicino
roku zruSeny cechy a nové zfizovana zivnostenska spole¢enstva. Vyrobci hudebnich
nastroju se nejprve zalozeni spolecenstva branili, nebot nepovazovali svoji praci za fe-
meslo, nybrz za uméni. Nakonec vSak snaha o udrZeni vysoké Grovné oboru vedla v letech
1885-1886 k zaloZeni ,Spolecenstva hotoviteld hudebnich nastroji a obchodnikd jimi“.?
Prvni Ctyfi roky byly jakasi zkuSebni doba, po které méli zakladatelé zhodnotit, zda Spo-
leCenstvo splnilo jejich ocekavani, a pripadné usilovat o viazeni do oboru uméleckého.
Dlouholety jednatel Spolecenstva, Jaroslav Dvorak, k tomu v lednu 1890 napsal:

Jiz od ddvnych dob uzndno jest vSeobecné ze zhotovovani hudebnich nastrojt slusi povazovati
za uméni a ne jak dle rozhodnuti c. a k. mistrodrzitelstvi recte ministerstva a dle znéni radu
zivnostenského ze dne [chybi datum, pozn. aut.| roku 1883 viradéno jest co zivnost remeslna.

Odbor tento se stdle vyvinuje a vyrobky vétsiny hotovitelt hud. néstroji pozivaji jmena svéto-
vého.

Vsak posledni dobou vmisili se lidé do odboru toho nemajice zadného prvotniho vzdélani od-
borného tuto dobrou povést nasi poskozuji ¢imz celek by ponejvice utrpél. Aby se uvarovalo
tomuto zlu pristoupili jsme k zorganisovani spolec¢enstva hotovitelti hud. néstrojti dle narizeni
slavného zivnostenského uradu z roku 1886 jehoz tikolem byt méa chraniti opravnéné hotovi-
tele hud. néstrojti pired nesolidni konkurenci a fuserstvi viibec a privést odbor tento na stupen
nejvyssi.

Ackoli dle radu zivnostenského z roku 1883 povinny jsou pouze zivnosti remeslné ziizovati
spole¢enstva a my jak vyse uvedeno nepovazujeme obor nas co remeslo nybrz co umeéni nic-
méneé uvolili jsme se predpokladaje zdar celku spole¢enstvo ziriditi avsak ponechali jsme sobé

Tento ¢lanek vznikl za finanéni podpory Ministerstva kultury v rdmci institucionalniho financovani dlouhodobého
koncepéniho rozvoje vyzkumné organizace Narodni muzeum (DKRVO 2014/47, 00023272).

1) Zakon z 20. prosince 1859 s Gc¢innosti od 1. kvétna 1860, kterym se v podstaté zruSila omezeni svobod
podnikani a legalizovala se hospodarska politika. S vyjimkou nékolika malo Zivnosti (napf. zastavarny, plavecka
Zivnost, knihkupectvi) byla veskera podnikatelska ¢innost prohlaSena za svobodnou, coZ formalné umoziiovalo
naprostou volnost vyroby a odbytu. Srov. ZAHRADNICKOVA, Marie: Pohled do rakouského Zivnostenského Fadu,
Aplikované pravo 6, 2008, ¢. 2, s. 15-22.

2) Kromé Prahy existovalo Spolecenstvo hotovitelt hudebnich nastrojd i v Brné a v Kraslicich. Ostatni vyrobci
hudebnich nastrojl se sdruzovali ve smiSenych spolecenstvech.
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reservu v pripadeé ze by se zrizenim spole¢enstva nedosdhl ticel vySe vytknuty, vdemi zakonnymi
prostiredky budeme se doméhati toho by odbor nas do oboru umeéni viradén byl.3

Sprava Spolecenstva byla fizena vyborem v ¢ele se starostou a mistopredsedou. Prv-
nim starostou byl zvolen houslar Ferdinand Lantner, nasledovali jej Vaclav Tucek, Franti-
Sek Rott ¢i Karel Schamal. Po Ctyrfech letech byla uznana existence Spoleéenstva jako pro-
spésna a v zafi 1889 byly na valné hromadé schvaleny jeji stanovy. Cinnost se zaméfovala
predevSim na podporu a rozvoj zivnosti,* ale také na aktivity propagacéni, k nimz patfilo
i poradani vystav.

Jubilejni zemska vystava (1891)

Prvni takovym pocinem bylo pfipojeni se k Jubilejni zemské vystavé v roce 1891, ktera
byla usporadana na oslavu jubilea prvni primyslové vystavy (Praha 1791).% Pro (icely této
vystavy si vytvorilo Spolecenstvo vybor, do kterého byli zvoleni vyrobci dechovych nastroju
Vaclav Frantisek Cerveny, Karel Schamal, Vincenc Josef Rott a Eduard Zalud, houslafi
Jaroslav a Karel Dvofakové, Zizkovsky varhanaf Emanuel St&pan Petr, stavitel mechanic-
kych hracich strojii Vaclav Hrube$, klavirnik Antonin Petrof a dalsi.® K vystavé byli vyzvani
nastrojafi z celého statu nehledé na narodnost,” ale nékteré jazykové némecké oblasti
(pfedevsim Kraslicko) tuto vyzvu ignorovaly.® Mezi vystavenymi exponaty prevazovaly na-
stroje strunné a dechové.

Ze strunnych smyccovych nastroji byly na vystavé hojné zastoupeny prace prazskych
houslar(i Karla Boromejského Dvorfaka (deset housli, dvé smycécova kvarteta: dvoje hous-
le + viola + violoncello), Ferdinanda Homolky (smyccové kvarteto) a Jaroslava Dvoraka
(dvé smyccova kvarteta, housle, viola d’amour, kontrabas). Z mimoprazskych houslarl
prispél vétsim mnoZstvim nastroju predevsim Ladislav FrantiSek Prokop z Chrudimi,® ktery
vedle vlastnich nastroju vystavil i nastroje jinych mistrd ze své soukromé sbirky (Gdajné
i dvoje housle z dilny cremonského houslafského rodu Amati).’° DalSimi mimoprazskymi

3) Archiv hl. mésta Prahy (dale AHMP), fond 312: SpoleCenstvo hotovitell hudebnich nastroju 1851-1949,
inv. €. 1, Protokol schuzi, s. 1.

4) BRUSAK, Karel: Padesat let SpoleGenstva hotovitelti hudebnich néstroji a obchodniku jimi v Praze, in: Ka-
talog, red. Karel Brusak, [Spolecenstvo hotoviteld hudebnich nastrojd a obchodnikd jimi], Praha 1935.

5) Jubilejni vystava zemska kralovstvi Seského v Praze 1891, F. Sima&ek, Praha 1894, o hudebnich nastrojich
s. 546-553.

6) AHMP, fond 312, viz pozn. 3, inv. €. 1, Protokol schiizi, s. 4-5. Pfipravy Spoleéenstva na vystavu Ize podrob-
né sledovat v uvedeném Protokolu dle zapist ze schiizi, které se konaly i dvakrat do tydne.

7) Tamtéz, s. 6-8. Za zastupce némeckych vystavovatell byli dodatecné jmenovani Daniel Kohlert a Johann
Baptist Gessner.

8) Napfiklad odpovéd kraslické firmy Bohland & Fuchs, Ze se z narodnostnich divodi nemohou vystavy
zGCastnit. Tamtéz, s. 11. Vyzva k Ucasti byla poslana asi dvéma stiim vyrobcd. Tamtéz, s. 15.

9) 0Osobni vzpominky tohoto houslare, dokumentujici valeéné udalosti v roce 1866, ale také jeho ucednicka
|éta u otce a pozdéji ve Vidni a viibec historii nastrojafského rodu Prokopu v Hlinsku vysly knizné: PROKOP, Ladi-
slav: Zapisky, ed. Jindfich Keller, Kruh, Hradec Kralové 1981.

10) Jubilejni vystava zemska kralovstvi Ceského v Praze 1891, op. cit. v pozn. 5, s. 547.
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vystavovateli byli mj. Benjamin
Patocka z Pasek nad Jizerou,
Karel Kohler a Josef Lang ze
Schoénbachu (dnes Luby u Che-
bu), Josef Cermak z Ceského
Sumburku a dalsi. Ze strun-
nych drnkacich nastroji byly
zastoupeny zejména citery (Ka-
rel Schamal, FrantiSek Votava,
Josef Vojta), kytary, mandoliny
(firma Hermann Trapp v Neu-
kirchen) a harfa z dilny Aloise
Cervenky.

Natrubkové dechové nastro-
je byly na vystavé prezentovany
zejména predni Ceskou tovar-
nou Vaclav Frantisek Cerveny
a synové z Hradce Kralové. Jeji
vyrobky, ocenéné na mnoha vy-

stavach v zahranic¢i, nachazely
odbyt zejména ve vojenskych  Varhany Emanuela Stépana Petra na galerii iistfedni siné pramys-

. . lového palace / Organ by Emanuel Stépan Petr in the gallery of the
dechovych souborech (firma central hall of the Industrial Palace

zasobovala mj. rakouskou, rus-  Pfevzato z / From: Jubilejni vystava zemska krélovstvi Geského v Pra-
kou. némeckou a bulharskou ze 1891 (Jubilee Exhibition of the Kingdom of Bohemia in Prague),

B L vyd. F. Simadek, Praha, 1894, s. 553 / pub. F. Simadek, Prague,
armadu). Prazska produkce 1gg4 553

byla zastoupena firmami Au-

gust Jindfich Rott a syn,* Jose-

fa Wolfa'? a Karla Schamala. Hranové a platkové dechové nastroje prezentovala na vystavé
zejména dilna praZského Eduarda Zaluda. Vyznamnou mérou byly v oblasti dechovych na-
strojd zastoupeny i mimoprazské dilny: firma FrantiSek Zalud a syn z Terezina, FrantiSek Ba-
rak z Mladé Boleslavi, Josef Stary z Ceskych Budgjovic, FrantiSek Pelz z Kolina, Josef Farsky
z Pardubic, Emanuel Huller z Kraslic a dalSi vyrobci, jejichz nastroje, dodnes ¢etné uchované
v ¢eskych muzejnich sbirkach, dokumentuji dobovou Groven ¢eského nastrojarstvi.

Specificky oddil vystavy predstavovalo varhanarstvi a klavirnictvi. Mezi vystavenymi na-
stroji dominovaly varhany z dilny Zizkovského varhanafe Emanuela St&pana Petra podle
architektonického navrhu Josefa Mockera,'® varhany prazské firmy Josef Rejna & Cerny,
nastroje Josefa Vanického z Trebechovic pod Orebem a kutnohorského Antonina Molzera.

11) Majitelem firmy byl FrantiSek Karel Rott.
12) Dilna zasobovala predevsim prazskou konzervator a rlizné hudebni spolky.

13) Nastroj byl exponovan v Gstfednim palaci. Podle Mockerova navrhu vznikly i Petrovy varhany nachazejici se
dnes v kostele sv. Ludmily v Praze (kolaudace v roce 1898).
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Stavbu klavir( prezentovala zejmé-
na hradecka firma Antonina Petro-
fa, dale prazsti klavirnici Ladislav
Krémar a Adolf Zub, v neposledni
fadé také nastrojafi mimoprazsti
(Bedfich Kalles z LitomySle, Fran-
tiSek Bicik z Mladé Boleslavi, Alois
Hugo Lhota z Hradce Kralové a dal-
Si). Vyznamné zastoupena byla i pro-
dukce harmonii (Bedfich Capek z Po-
licky, Josef Votruba z Pocatkud, Adolf
Bartunék z Kutné Hory a dalsi).

Na vystavé bylo mozné zhléd-
nout rovnéz nékolik automatofon(
z dilny Vaclava HrubeSe. Specialni
oddil byl vénovan patentiim v ob-
lasti vyroby hudebnich nastroju.
Zde byly predstaveny tfi harmonia
videnské firmy Teofila Kotykiewicze,
varhanovy hraci stroj Josepha
Meurachera z Linze ¢i némy klavir
videnského klavirnika Antona Po-

Detail arciloutny podle originalu Martina Schotta z roku 1680 / korného.
Detail of an archlute, copy of an original by Martin Schott dated - . . .
1680, Karel Boromejsky Dvofak, Praha / Prague, 1895 Ucelem vystavy vsak nebylo jen

NM-CMH E 2239 demonstrovat Uroven soudobé vy-

roby, ale také vystavenim historic-
kych nastroji poukazat na tradici hudebniho nastrojarstvi v éeskych zemich. Historické
hudebni nastroje zapUjcili ze svych soukromych sbirek néktefi vystavovatelé (predevsim
K. B. Dvorak), ale také napfiklad Vojta Naprstek. V denicich a ¢asopisech byla navic inze-
rovana vyzva ke vSem majiteldm historickych hudebnich nastroju, aby je pro Gcely vystavy
zapujcili.*

Narodopisna vystava (1895)

Rozsahem vyznamnéjsi byla expozice hudebnich nastrojd v ramci Narodopisné vystavy
v roce 1895.1° Organizaci hudebni sekce byl povéren hudebni odbor v ¢ele s Otakarem
Hostinskym. Po jednanich s ¢leny Spolecenstva, Jaroslavem Dvorfakem a Bohuslavem
Lantnerem, bylo dohodnuto, Ze koncepci Useku tykajiciho se hudebnich nastrojd navrhne
a zrealizuje Spolecenstvo.'®

14) AHMP, fond 312: Spoleéenstvo..., viz pozn. 3, inv. ¢. 1, Protokol schiizi, s. 24.

15) HOSTINSKY, Otakar - BORECKY, Jaromir: Hudba, Hudebni nastroje, in: Narodopisna vystava Ceskoslovan-
ska v Praze 1895, Narodopisna spolecnost Ceskoslovanska, Praha 1895, s. 447-459.

16) AHMP, fond 312: Spolecenstvo..., viz pozn. 3, inv. €. 1, Protokol schzi, s. 66-67.
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Zaklad tvorila pocetna sbirka hudebnich nastroju (pfes 180 kusl) Karla Boromejského
Dvoraka doplnéna o nastroje dalSich sbératelll a vyrobcl, mj. Karla Schamala. Zastoupeny
byly opét predevSim nastroje strunné a dechové. Mezi strunnymi drnkacimi nastroji byla
tehdy vystavena i arciloutna blize neznamého prazského loutnafe Martina Schotta z roku
1680, jejiz original je dnes nezvéstny. Dochovana je pouze kopie, kterou pravé v roce
1895 vytvoril Karel Boromejsky Dvorak.'®

Podobné o existenci dalSich zajimavych exponatd, napfiklad loutny datované rokem
1640 ¢i mandoliny z roku 1743 kompletné zhotovené ze slonoviny,’® nemame dnes blizsi
poveédomi. Pfehled vyvoje ¢eského houslarstvi byl na vystavé predstaven komplexnim sou-
borem nastroju, jejichZ presny vycet a strucny popis uvadi privodce k vystavé.?° Soucasti
skupiny strunnych smyccovych nastroji byly i nékteré kuriozity, napf. pétistrunna viola
Bernarda Wutzelhofera z roku 1814 taktéz z Dvorakovy sbirky.? Dvorak vystavil ze své
dilny kromé tradi¢nich nastrojl i jeden trumsSajt. Jeho popis?? se témér shoduje s Dvora-
kovym trum3ajtem, ktery je dnes ve sbirce NM-CMH.2 Pro dokresleni historického vyvoje
strunnych smycécovych nastroja byly vystaveny i kopie stredovéké chrotty zhotovené podle
ikonografické predlohy ve Velislavoveé bibli (kolem 1340),%* posetky v nékolika exemplafich
véetné anonymniho nastroje ze sbirek bfevnovského klastera, bohaté zdobeného slonovi-
nou,? a soubor viol d’amour z dilen ¢eskych houslafi (Sebastian Rauch, Johann Udalricus
Eberle, Joseph Anton Laske, Thomas Andreas Hulinsky ad.).

Skupinu natrubkovych nastrojii zastupovaly lesni rohy, trompety a pozouny, ale také
serpenty a cinky. Z vyrobcU natrubkovych nastroji dominoval vystavé prazsky Eduard Jo-
hann Bauer.?® Vystavené platkové dechové nastroje (zejména fagoty, hoboje, klarinety, ale
také basetové rohy?’) pochazely ze slavnych praZskych dilen Franze Doleische, Wenzela
Hordka a Franze Czermaka. Mezi dechovymi nastroji byl udajné vystaven i jeden pumort

17) ,[...] Martin Schott, od néhoZ nadherné pracovana arciloutna s hmatnikem bohaté sloni a Zelvinou vyklada-
nym, s razici uméle krumplovanou a zlacenou, s télesem neobycejné gaohovaIYm a uslechtile klenutym, oznace-
na letopoctem 1680, na vystavé vSeobecny budila obdiv.“ HOSTINSKY - BORECKY, op. cit. v pozn. 15, s. 456.
18) Narodni muzeum - Ceské muzeum hudby (dale NM-CMH), inv. &. E 2239.

19) HOSTINSKY - BORECKY, op. cit. v pozn. 15, s. 456.

20) Tamtéz, s. 458-459.

21) KURFURST, Pavel: Brnénsti hudebni nastrojaii 14. - 19. stoleti / Briinner Instrumentenbauer des 14. -
19. Jahrhunderts, Moravské muzeum, Brno 1980, s. 13. Nastroj se ve sbirce K. B. Dvofaka, darované Narodnimu
muzeu v roce 1950, nenachazi.

22) ,[...] byl krasny exemplaF K. B. Dvoraka. Zakladni jeho tvar vykazuje sice jeSté prvotni trojboky jehlan bez sa-
mostatné vystupujiciho krku, s normalni spodinou, kobylkou jen o néco vySe nasazenou, ale detaily jsou sama jem-
na prace: ozvucna sloni vroubena, lasturami ozdobena, riZice zlacené, vkusné prolamované, hlava hlemyzdovité
zavitova, Stihla, prostora pod ni, kde smyccem se hralo, ebenem naznacena, vée v pivabném slohu francouzského
rokoka.“ HOSTINSKY - BORECKY, op. cit. v pozn. 15, s. 457.

23) NM-CMH, inv. & E 1328. S popisem nesouhlasi pouze provedent hlavicky, ktera ma v dochovaném exemplé-
fi podobu andéla se zavazanymi o¢ima.

24) Kopie zhotovil K. B. Dvofak. Dnes jsou uloZeny v NM-CMH, inv. &. E 1309, E 1611, E 1818.

25) NM-CMH, inv. &. E 1141.

26) Eduard Johann Bauer (1811-1871). MnoZstvi nastrojli z dilny E. J. Bauera dochovanych dnes ¢etné v na-
Sich i zahraninich muzejnich sbirkach poukazuje na vyznam tohoto vyrobce.

27) Basetovy roh dosahl ve své dobé znacné obliby. Stavbou téchto nastrojii se v ceském prostiedi zabyval
zejména Franz Doleisch, dale také karlovarsti vyrobci Franz Strobach a Friedrich Jager.
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a dvé Salmaje. Zda se jednalo o nastroje z tzv. rozmberské kapely,?® které Narodnimu mu-
zeu v Praze zprostredkoval gymnazialni profesor z Jindfichova Hradce Antonin LiSka, neni
mozné zjistit. Ke kuriozitdm vystavy patfily dvé sklenéné harmoniky.

Jubilejni vystava hudebnich nastrojui (1935)

K oslavé padesatého vyroéi svého zaloZeni usporadalo Spolecenstvo hotovitelll hu-
debnich nastroji 1. - 29. zafi 19352° ve vystavnim pavilonu Myslbek Na Pfikopech na
svou dobu ojedinélou vystavu hudebnich nastrojl. Jadro této vystavy znovu tvofily zejmé-
na nastroje ze sbirek Karla Boromejského Dvofaka a dalSich vyznamnych predstavitel
Spolecenstva. Architektonicka Uprava vystavy, navrh plakatu a obalka katalogu byly praci
architekta Arnosta Suka. Popis historickych nastroju vytvoril Lev Kus. K vystavé byl vydan
i katalog,®° jehoZ soucasti byl nejen Gplny soupis vystavenych nastrojll, ale i dilci eseje,
napfiklad O ¢eském hudebnim nastrojarstvi Jana Branbergera, Hudebni vychovou k lepsi-
mu Zivotu Antonina Silhana, D&jinné pfipominka Bedficha Voldana, Kam sp&jeme? Karla
BruSaka ¢i Hudebni nastroje ze sbirky K. B. Dvoraka od Lva Klse. Slavnostniho zahajeni
vystavy se z(cCastnil skladatel Josef Bohuslav Foerster.

Vystava byla rozélenéna do péti GsekUl. Nejpocetnéji byly zastoupeny opét nastroje de-
chové a strunné. Podobné jako u predchozich vystav se exponaty délily na vyrobky sou-
dobych ¢eskych nastrojafll a na ukazku historickych a exotickych hudebnich nastroju ze
soukromych sbirek. Soukromym sbirkam vévodila pocetna kolekce nastroji K. B. Dvoraka
v hlavni dvorané pavilonu. Vystaveno zde bylo celkem 85 prevazné strunnych smycécovych
a strunnych drnkacich nastrojd z jeho sbirky, z nichz mnohé lze identifikovat s nastroji
uloZzenymi dnes v NM-CMH.3! Statni konzervatof hudby v Praze zap(jgila do vystavy tzv.
Mozartovo kridlo (dvoumanualovy spinet)®? a japonské enharmonium Shohé Tanaky®3 pro
znazornéni netemperovaného ladéni. Nékolik dalSich smyccovych nastroji pochazelo ze
soukromych sbirek houslaf( Julia Hubicky, Karla Dvoféka a Otakara Spidlena. Strahovsky
klaster poskytl pro vystavni Gcéely kladivkovy klavir z dilny prazského vyrobce Michaela
Weisse,** pochazejici ze soukromého vlastnictvi strahovského feditele kiru Gerlaka Strni-
Sté (1784-1855).

28) Celkem pét pumortd, pét vzdusnicovych Salmaji a jeden zakFiveny roh. V3echny nastroje dnes v NM-CMH,
inv. €. E 474, E 480-489.

29) Zda Casové rozvrzeni vystavy do zafi roku 1935 korespondujici s festivalem Mezinarodni spole¢nosti pro
soudobou hudbu bylo zamérné, neni znamo.

30) Katalog, red. Karel Brusak, [Spolecenstvo hotovitel hudebnich nastrojii a obchodniki jimi], Praha 1935.
31) Dvoféakova rozsahla sbirka 117 hudebnich nastroju byla darovana Smetanovu muzeu v Praze (dnes soucast
NM-CMH), v soucasné dobé se nachazi v oddéleni hudebnich nastroju NM-CMH a v dalsi sloZzce Narodniho mu-
zea, Naprstkové muzeu asijskych, africkych a americkych kultur, kam byly prevedeny nékteré exotické a lidové
nastroje.

32) Prazska konzervatof, historicka sbirka hudebnich nastrojd, inv. ¢. M [/109 - 400 333.

33) Tamtéz, inv. €. M 1/110 - 400 334.

34) Dnes deponovan v NM-CMH, inv. &. E 1558. Srov. CIZEK, Bohuslav: Historické klaviry v Cechach a na Mora-
vé, Togga, Praha 2010, s. 158-160.
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Vystavni cinnost Spolecenstva hotovitelii hudebnich nastroju v Praze

Soudobym vyrobclim hudebnich nastrojd byla vyélenéna obé kiidla pavilonu rozdélena
tematicky na tfi sekce. Kategorii ,piana a pianina“ zastupovaly napriklad firmy Ferdinand
Rendl, Jan Kettner ¢i Alois Valek, zafazeno sem ale bylo i hudebni nakladatelstvi - fir-
ma Mojmir Urbanek. Poéetné bylo prezentovano ¢eské houslarstvi, mj. dilnami Ladislava
Herclika z Kolina, prazskych vyrobct Karla J. Dvofaka, Otakara Spidlena, Karla Vavry, Jo-
sefa PatoCky a dalSich. Skupina dechovych nastroji byla zastoupena napftiklad vyrobky
Jaroslava Krumphansla, Karla Svobody (pokracovatel slavné prazské firmy August Jindfich
Rott a syn), FrantiSka Knopfa, Viléma Krafnetra, ale také Antonina Hlavacka ¢i Ludvika
Hrnecka, jelikoz do této kategorie byly zafazeny i harmoniky.

Jubilejni vystava v roce 1935 zaznamenala velky ohlas v dobovém tisku.®® Dle vyUcé-
tovani vystavy®® bylo prodejem vstupenek ziskano 7253,50 K¢, cozZ pfi cené jedné vstu-
penky 2 K& (u Skolnich skupin snizené vstupné 1 K¢) predpoklada minimalni Géast 3627
navstévnikl. Vzhledem k tomu, Ze vystava trvala pouhych 29 dni, se jedna o Uctyhodny
pocet. Z dochované navstévni knihy® Ize zjistit mnoho zajimavého o slozeni navstévnikl
vystavy. Vedle profesionalnich nastrojard to byly predevsim osobnosti ceského hudebniho
Zivota, napf. Richard Stretti,®® Romuald Perlik,*® Jan Branberger,* Vilém Petrzelka,** Adolf
Cmiral,*? Bedfich Voldan*® &i zpévacky spolek Hlahol v Praze, ale také umélci a védci ji-
nych obord (Jan Blahoslav Kozak,** Vojtéch Michal,*® Ada Karlovsky*®) dokladajici zvySeny
zajem Sirsi verejnosti o tuto vystavu. O tom, Ze (Cast nebyla zdaleka omezena na Prahu
a okoli, vypovida podpis strakonického dudaka Jaroslava Formanka.*”

Zanik Spolecenstva

Organizace SpoleCenstva se zménila v dobé Protektoratu. Obchodnici hudebnimi na-
stroji byli prefazeni do maloobchodu a do spolecenstva byli naopak integrovani ladici.
Prazské Spoledenstvo bylo rozsifeno na celé Cechy, podobné brnénské na celou Moravu.

35) Soubor novinovych vystfizk( tykajici se této vystavy je k dispozici v AHMP, fond 312: Spolecenstvo...,
viz pozn. 3, karton 2, inv. ¢. 24.

36) Tamtéz, karton 1, inv. . 14.
37) Tamtéz, karton 1, inv. €. 7.

38) Richard Stretti (1875-1968), pravnik, statni Grednik, ministersky rada, téZ hudebni skladatel a hudebni
organizator, spoluzakladatel a pfedseda Spole¢nosti Antonina Dvoraka.

39) Romuald Perlik (1882-1947), profesor dé&jin cirkevni hudby na teologické fakulté, hudebni historik a archi-
var klastera na Strahové.

40) Jan Branberger (1877-1952), hudebni skladatel, teoretik a profesor prazské konzervatore.

41) Vilém Petrzelka (1889-1967), hudebni skladatel a pedagog, zak LeoSe Janacka.

42) Adolf Cmiral (1882-1963), hudebni pedagog a redaktor, profesor prazské konzervatore.

43) Bedfich Voldan (1892-1978), hudebni pedagog a skladatel.

44) Jan Blahoslav Kozak (1888-1974), profesor déjin filozofie, protestantsky teolog, evangelicky duchovni a po-
litik.

45) Vojtéch Michal (1900-1969), ilustrator, grafik, malif.

46) Ada Karlovsky (1885-1946), vl. jm. Adolf Netrefa, herec a filmovy rezisér.

47) Jaroslav Formanek (1884-1938), syn strakonického ucitele, dudaka a sbhératele lidovych pisni Josefa For-
manka. Sam se zaslouZil o oZiveni zajmu o dudackou hudbu na Prachensku.
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Jejich nadfizenym organem byl Ustiedni svaz femesel. To vedlo i k vyd&ni novych stanov
Spolecenstva v roce 1943.48

Po roce 1948 bylo fungovani Spole¢enstva naruseno znarodnovanim a omezovanim
soukromého sektoru podnikani, coZ nasledné vedlo i k jeho zaniku. ObtiZznou situaci zna-
rodiovani houslarskych dilen pomohlo vyfesit zaloZzeni Kruhu umélcl houslafu. Iniciato-
rem této myslenky byl Otakar Spidlen, autor manifestu s nazvem Obrana houslafstvi jako
uméni: Je houslarstvi uménim nebo pouhym femeslem? (1950), ktery podepsala kromé
houslafd i Fada umé&lcd jinych obord, napf. malifi Ludvik Kuba, Max Svabinsky, Josef Lada,
sochar FrantiSek Bilek, fada vykonnych hudebnich umélcl, muzikologové a hudebni skla-
datelé Ladislav Vycpalek, Vaclav Holzknecht, Jaroslav Ridky a dalsi. Manifest podpofily
také vyznamné kulturni instituce, mj. Akademie vytvarnych uméni v Praze, Umélecka Be-
seda, Hudebni oddéleni Narodniho muzea v Praze, Ceska filharmonie, Ceskoslovensky
statni film atd. Ministerstvo Skolstvi, véd a uméni na zakladé tohoto manifestu uznalo
houslarstvi jako svobodné uméni. JelikoZ se svobodna uméni musela sdruzovat do or-
ganizaci, byl 2. éervence 1958 zalozen Kruh umélcli houslaru. Instituce, ktera pretrvala
i rok 1989, plsobi s cilem sdruzovat houslafe s vysokou uméleckou Grovni a udrzovat tak
odbornost oboru dodnes.*®

Jaroslav Dvofak, Karel Schamal, Franz Rott
Neue musikalische Presse 1895, ¢. / No. 50, s. / p. 25

48) AHMP, fond 312: Spolecenstvo hotovitell hudebnich nastrojl, karton 1, inv. ¢. 10.

49) Za podobnym ucelem byl v roce 1990 zalozZen i Kruh klavirnik(, varhanar(, stavitel( a restauratord klave-
sovych hudebnich nastroju.
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Exhibition Activity

of the Association of Musical
Instrument Makers

in Prague

TEREZA BERDYCHOVA

n connection with the new Act on Trades of 1859, the Association of Musical Instrument

Makers and Dealers was founded. Its activity focused mainly on support for and
development of that trade, but it was also involved in promotional activities including the
holding of exhibitions. The Association actively joined in the Jubilee Exhibition of 1891
and the Ethnographic Exhibition of 1895, and for the Association’s fiftieth anniversary,
it held an exhibition of its own in 1935. The importance of these events was not only
the presentation of the standards of Czech instrument making at the time, but also the
exhibiting of private collections of historical instruments, some of which, including the
very valuable collection of the Prague violinmaker K. B. Dvorak, were later donated to the
National Museum.

Association of Musical Instrument Makers - exhibition - collection of musical instruments-
Karel Boromejsky Dvorak - Karel Schamal - violin making - Jubilee Exhibition of 1891
- Ethnographic Exhibition of 1895

The Association of Musical Instrument Makers

In 1859, the new Act on Trades took effect,t and as a consequence, the following
year the guilds were abolished and trade associations were newly established. At first,
the makers of musical instruments resisted the founding of the association, because
they regarded their work as an art rather than a trade. In the end, however, efforts to
maintain the field’s high standards led in the years 1885 and 1886 to the founding of
the “Association of Musical Instrument Makers and Dealers”.2 The first four years were

This work was financially supported by Ministry of Culture of the Czech Republic (DKRVO 2014/47, National
Museum, 00023272).

1) The Act of 20 December 1859, effective from 1 May 1860, basically abolished limitations on free trade
and legalized economic policy. With the exception of a very few trades (e.g. pawnbroking, operation of swimming
pools, bookselling), all business activity was declared to be free, and this formally permitted absolute freedom
for manufacturing and sales. Cf. ZAHRADNICKOVA, Marie: Pohled do rakouského Zivnostenského Fadu (A Look at
the Austrian Act on Trades), Aplikované pravo 6 (Applied Law 6), 2008, No. 2, pp. 15-22.

2) Besides the Association of Musical Instrument Makers in Prague, there were also associations in Brno and
Kraslice. Other musical instrument makers joined associations for a combination of trades.
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a sort of trial period, during which the founders were to evaluate whether the Association
met their expectations and to strive for their eventual reclassification as an artistic field.
Concerning this, Jaroslav Dvorak, the secretary of the Association for many years, wrote
the following in January 1890:

Already since ancient times, it has been generally recognized that the making of musical in-
struments deserves recognition as an art, and not, as in accordance with the ruling of the
Imperial and Royal Proconsolate recte Ministry and as in accordance with the Act on Trades
dated [author’s note: date missing]| of the year 1883, to be classified as a vocational trade.

This field is constantly developing, and the products of the majority of musical instrument
makers enjoy a worldwide reputation.

Recently, however, the field has been infiltrated by people lacking the most elementary profes-
sional training and harming our reputation, and this is mainly damaging to us collectively. In
order to avoid this evil, we have resorted to organizing an Association of Musical Instrument
Makers in accordance with the provisions of the great Act on Trades of 1886. The purpose of
the association is to protect legitimate musical instrument makers from unfair competition
and shoddy work in general and to raise our field to the very highest standards.

Although according to the provisions of the Act on Trades of 1883 only vocational trades are
required to establish associations, and as is stated above, we do not regard our field to be a
trade, but rather an art, we have nonetheless chosen to establish an association for the good of
the whole field, although we have left ourselves the alternative, in case that the establishing of
the association fails to achieve the purpose set forth above, of pursuing by all legal means the
classification of our field as an art.’

The administration of the Association was managed by a committee led by a chairman
and a vice chairman. The violin maker Ferdinand Lantner was elected as the first chairman,
and his successors included Vaclav Tuéek, FrantiSek Rott, and Karel Schamal. After four
years, the existence of the Association was acknowledge as beneficial, and its charter was
ratified at the general meeting in September 1889. Its activity focused mainly on support
for and development of the trade,* but there were also active promotional activities
including the holding of exhibitions.

The Jubilee National Exhibition (1891)

The first such act was participation at the Jubilee National Exhibition in 1891, which
was held as a celebration of the 100™ anniversary of the first industrial exhibition (Prague,

3) Archiv hl. mésta Prahy (Prague City Archives, hereinafter AHMP), collection 312: SpoleCenstvo hotovitell
hudebnich nastroji 1851-1949 (Association of Musical Instrument Makers and Dealers 1851-1949), inv.
no. 1, Meeting Minutes, p. 1.

4) BRUSAK, Karel: Padesat let SpoleGenstva hotovitelt hudebnich néstrojii a obchodniky jimi v Praze (Fifty
Years of the Association of Musical Instrument Makers and Dealers in Prague), in: Katalog (Catalogue), ed. Karel
Brusak, [Association of Musical Instrument Makers and Dealers], Prague 1935.
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1791).% For the purposes of this exhibition, the Association formed a committee, the
elected members of which included the wind instrument makers Vaclav Frantisek Cerveny,
Karel Schamal, Vincenc Josef Rott, and Eduard Zalud, the violin makers Jaroslav and Karel
Dvotak, the organ builder Emanuel Stépan Petr from Zizkov, the maker of mechanical
musical instruments Vaclav Hrubes, the piano manufacturer Antonin Petrof, and others.®
Instrument makers from all over the country were invited regardless of their nationalities,’
but some German-speaking areas (mostly from the Kraslice region) ignored the invitation.®
String and wind instruments predominated among the exhibits on display.

String instruments were represented plentifully at the exhibition by the work of the
Prague violin makers Karel Boromejsky Dvorak (ten violins, two string quartets: 2 violins +
viola + cello), Ferdinand Homolka (string quartet), and Jaroslav Dvorak (two string quartets,
violin, viola d’amore, contrabass). Foremost among the violin makers from outside of
Prague who contributed a larger number of instruments was Ladislav FrantiSek Prokop
from Chrudim,® who exhibited not only his own instruments, but also the instruments
of other masters from his private collection (supposedly including two violins from the
workshop of the Amati violin making family of Cremona).*® Other exhibitors from outside of
Prague included Benjamin PatoCka from Paseky nad Jizerou, Karel Kéhler and Josef Lang
from Schénbach (today Luby near Cheb), and Josef Cermak from Cesky Sumburk. Plucked
string instruments were represented mainly by zithers (Karel Schamal, FrantiSek Votava,
Josef Vojta), guitars, mandolins (from the company Hermann Trapp in Neukirchen), and
a harp (from the workshop of Alois Cervenka).

Brass instruments were presented at the exhibition mainly by the leading Czech
manufacturer Vaclav Frantisek Cerveny and Sons from Hradec Krélové. Their products,
which won prizes at many exhibitions abroad, were bought frequently by military wind
bands (the firm supplied the militaries of countries including Austria, Russia, Germany,
and Bulgaria). Prague brass instrument making was represented by the firms August
Jindfich Rott and Son,*! Josef Wolf,'2 and Karel Schamal. Woodwind instruments were
represented at the exhibition mainly by Eduard Zalud’s Prague workshop. In the field of

5) Jubilejni vystava zemska kralovstvi Ceského v Praze 1891 (Jubilee National Exhibition of the Kingdom of
Bohemia in Prague 1891), F. Siméacek, Prague 1894, concerning musical instruments: pp. 546-553.

6) AHMP, op. cit. in footnote no. 3, inv. no. 1, Meeting Minutes, pp. 4-5. The Association’s preparations for the
exhibition can be seen in detail in the cited minutes of meetings that were held as often as twice a week.

7) Ibid., pp. 6-8. Daniel Kohlert and Johann Baptist Gessner were additionally appointed as representatives
of the German exhibitors.

8) For example, the firm Bohland & Fuchs from Kraslice responded that they would not be participating on the
grounds of their nationality. Ibid., p. 11. Invitations for participants were sent to about two hundred instrument
makers. lbid., p. 15.

9) The personal recollections of this violin maker, documenting the wartime events of 1866, as well as his
years as an apprentice under his father and later in Vienna, and in general the history of the Prokop instrument
making family from Hlinsko have appeared in the book: PROKOP, Ladislav: Zapisky (Notes), ed. Jindfich Keller,
Kruh (The Circle), Hradec Kralové 1981.

10) Jubilejni vystava zemska kralovstvi ¢eského v Praze 1891 (Jubilee National Exhibition of the Kingdom of
Bohemia in Prague 1891), op. cit. in footnote no. 5, p. 547.

11) The owner of the company was FrantiSek Karel Rott.

12) The workshop mainly supplied the Prague Conservatory and various music societies.

Musicalia 1-2 / 2014 B 63




Tereza Berdychova

wind instruments, workshops from outside of Prague were represented to a significant
degree: the company FrantiSek Zalud and Son from Terezin, FrantiSek Barak from Mlada
Boleslav, Josef Stary from Ceské Budéjovice, Frantisek Pelz from Kolin, Josef Farsky from
Pardubice, Emanuel Huller from Kraslice, and other manufacturers. Their instruments,
many of which are still to be found in Czech museum collections, document the high
standards of Czech instrument makers during the period.

Organ and piano builders were represented by their own department at the exhibition.
The highlights among the instruments were an organ from the workshop of the Zizkov
organ builder Emanuel Sté€péan Petr based on an architectural design by Josef Mocker,*®
an organ by the Prague company Josef Rejna & Cerny, an instrument by Josef Vanicky from
Trebechovice pod Orebem, and another by Antonin Molzer from Kutna Hora. Piano builders
were represented primarily by the Hradec Kralové firm Antonin Petrof, by the Prague piano
builders Ladislav Krémar and Adolf Zub, and last but not least, by instrument makers
from outside of Prague (Bedfich Kalles from Litomysl, FrantiSek Bicik from Mlada Boleslav,
Alois Hugo Lhota from Hradec Kralové et al.). There was also significant representation
of harmonium makers (Bedfich Capek from Poliéka, Josef Votruba from Pog&atky, Adolf
Bartunék from Kutna Hora et al.).

Several automatophones from the workshop of Vaclav Hrube$S were also on display
at the exhibition. A special department was dedicated to patents in the field of the
manufacturing of musical instruments. On display there were three harmoniums from the
Viennese firm Teofil Kotykiewicz, a mechanical organ by Joseph Meuracher from Linz, and
a silent piano by the Viennese piano builder Anton Pokorny.

The purpose of the exhibition, however, was not only to demonstrate the quality
of contemporary production, but also to use exhibits of historical instruments to draw
attention to the tradition of musical instrument making in the Czech lands. Some exhibitors
(mainly K. B. Dvorak) put historical instruments from their private collections on loan, but
other persons such as Vojta Naprstek did so as well. An advertisement also appeared in
newspapers and journals calling for all owners of historical music instruments to put them
on loan for the exhibition.**

Ethnographic Exhibition (1895)

The exhibition of musical instruments as part of the Ethnographic Exhibition in 1895
was on a more significant scale.!® After discussions with the Association members Jaroslav
Dvorak, and Bohuslav Lantner, it was agreed that the Association would design and realize
the concept for the section involving musical instruments.*®

13) The instrument was on display in the central palace. Another organ made by Petr and also based on a de-
sign by Mocker is now located at the Church of St Ludmila in Prague (put into operation in 1898).

14) AHMP, collection 312: Spolecenstvo..., op. cit. in footnote no. 3, inv. no. 1, Meeting Minutes, p. 24.

15) HOSTINSKY, Otaj«ar - BORECKY, Jaromir: Hudba, Hudebni nastroje (Music, Musical Instruments), in:
Narodopisna vystava Ceskoslovanska v Praze 1895 (The Czech-Slavic Ethnographic Exhibition in Prague 1895),
Néarodopisna spole¢nost Ceskoslovanska (Czech-Slavic Ethnographic Society), Prague 1895, pp. 447-459.

16) AHMP, fond 312: Spolecenstvo..., op. cit. in footnote no. 3, inv. no. 1, Meeting Minutes, pp. 66-67.
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Karel Boromejsky Dvorak’s large collection of musical instruments (over 180 items)
accounted for the bulk of the exhibit, supplemented by the instruments of other collectors
and manufacturers including Karel Schamal. Again, mainly string and wind instruments
were represented. Among the plucked string instruments on display was an archlute made
in 1680 by the Prague luthier Martin Schott, about whom no details are known,*” but
the original instrument has since been lost. Today, only a copy made in 1895 by Karel
Boromejsky Dvorak has been preserved.*®

Today we lack details about the existence of other interesting exhibits, such as a lute
dated to 1640 or a mandolin from 1743 made entirely of ivory.*® An overview of the
development of Czech violin making was represented at the exhibition by a comprehensive
set of instruments, an exact enumeration and brief description of which is stated in the
exhibition catalogue.?® The set of bowed string instruments also included some curiosities,
such as a five-string viola by Bernard Wutzelhofer dated 1814, also from Dvorak’s
collection.?* Besides traditional instruments, Dvorak also exhibited a tromba marina from
his workshop. Its description?? is nearly identical to that of a Dvorak tromba marina that is
now in the collection of the NM-CMH.23 To illustrate the historical development of bowed
string instruments, also on exhibit were of copies of a medieval chrotta made on the basis
of an iconographical model in the Velislai biblia picta (ca. 1340),%* several examples of kit
violins including an anonymous instrument from the collections of the Bfevnov Monastery
that was richly decorated with ivory,?® and a set of violas d’amore from the workshops
of Czech violinmakers (Sebastian Rauch, Johann Udalricus Eberle, Joseph Anton Laske,
Thomas Andreas Hulinsky et al.).

Brass instruments were represented by French horns, trumpets, and trombones as well
as by serpents and cornett. Eduard Johann Bauer was predominant among the exhibitors

17) “[...] Martin Schott, whose beautifully crafted archlute dated to the year 1680 was widely admired at
the exhibition for its fingerboard lavishly inlaid with ivory and tortoiseshell, its skillfully emlgroidered anpl
gilded rosette, its extraordinarily well preserved corpus, and its refined vaulting.” HOSTINSKY - BORECKY,
op. cit. in footnote no. 15, p. 456.

18) National Museum - Czech Museum of Music (hereinafter NM-CMH), inv. no. E 2239.

19) HOSTINSKY - BORECKY, op. cit. in footnote no. 15, p. 456.

20) Ibid., pp. 458-459.

21) KURFURST, Pavel: Brnénsti hudebni nastrojafi 14. - 19. stoleti / Briinner Instrumentenbauer des 14. - 19.
Jahrhunderts, Moravské muzeum (Moravian Museum), Brno 1980, p. 13. The instrument is not found in the col-
lection of K. B. Dvorak donated to the National Museum in 1950.

22) “[...] there was a beautiful specimen by K. B. Dvofék. Its basic shape still exhibits the primary form of
a triangular pyramid without a neck standing out separately, the lower part is normal, and the bridge only stands
out a bit higher, but all of the details are finely worked: the sound-board is edged with ivory and decorated with
seashells, the rosette is gilded, tastefully perforated, the scroll wound like a snail, thin, and the space belovy it
where one plays with the bow is highlighted with ebony, all in the attractive French rococo style.” HOSTINSKY -
BORECKY, op. cit. in footnote no. 15, p. 457.

23) NM-CMH, inv. no. E 1328. The preserved specimen matches the description except for the design of the
scroll, which is in the form of a blindfolded angel.

24) The copies were made by K. B. Dvofak. Today they are kept at the NM-CMH, inv. nos. E 1309, E 1611,
E 1818.

25) NM-CMH, inv. no. E 1141.
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of brass instruments.?® The exhibited woodwind instruments with reeds (mostly bassoons,
oboes, clarinets, and also basset horns?’) came from the famed Prague workshops of
Franz Doleisch, Wenzel Horak, and Franz Czermak. A pommer and two shawms were said
to have been among the wind instruments exhibited. It cannot be determined whether
these were the instruments from the ‘Rozmberk Court Ensemble’?® that were provided to
the National Museum in Prague by a secondary school teacher from Jindfichlv Hradec
named Antonin LiSka. Among the curiosities at the exhibition were two glass harmonicas.

Jubilee Exhibition of Musical Instruments (1935)

In celebration of the fiftieth anniversary of its founding, the Association of Musical
Instrument Makers held an exhibition of musical exhibitions that was unique for its period.
It took place from 1 through 29 September 19352%° at the Myslbek exhibition pavilion on
the street Na Pfikopech. Again, the core of the exhibition consisted mainly of instruments
from Karel Boromejsky Dvorak’s collection and from other important representatives of
the Association. Arnost Suk designed the architectural layout of the exhibition, the poster,
and the catalogue cover. Lev Klis wrote the descriptions of the historical instruments. The
catalogue® published for the exhibition included not only a complete listing of the exhibited
instruments, but also individual essays, such as O ¢eském hudebnim nastrojarstvi (On Czech
Instrument Making) by Jan Branberger, Hudebni vychovou k lepSimu Zivotu (Music Education
for a Better Life) by Antonin Silhan, Dé&jinna pfipominka (Historical Comments) by Bedfich
Voldan, Kam spéjeme? (Where Are We Headed?) by Karel Brusak, and Hudebni nastroje ze
sbirky K. B. Dvoraka (Musical Instruments from the Collection of K. B. Dvorak) by Lev Kls.
The composer Josef Bohuslav Foerster took part in the opening ceremony of the exhibition.

The exhibition was divided into five sections. Again, string and wind instruments were
the most numerous. As had been the case with the previous exhibitions, the exhibits
were divided into products by contemporary Czech instrument makers and the showing
of historical and exotic musical instruments from private collections. K. B. Dvorak’s large
collection of instruments in the main hall of the pavilion was the most important of the
private collections. A total of 85 mostly bowed and plucked string instruments from his
collection were on display there, and many of them can be identified as instruments
that are now kept at the NM-CMH.3! The State Conservatory of Music in Prague lent the

26) Eduard Johann Bauer (1811-1871). The quantity of instruments from the workshop of E. J. Bauer preserved
to this day in Czech and foreign museum collections is indicative of the importance of this manufacturer.

27) The basset horn achieved considerable popularity in its day. In Bohemia and Moravia, these instruments
were made mainly by Franz Doleisch along with the Karlovy Vary instrument makers Franz Strobach and Friedrich
Jager.

28) A total of five pommers, five windcap shawms, and one crumhorn. All of the instruments are now at the
NM-CMH, inv. nos. E 474, E 480-489.

29) Itis unknown whether the exhibition was scheduled during September 1935 deliberately in order to overlap
with the festival of the International Society for Contemporary Music.

30) Katalog (Catalogue), ed. Karel Brusak, [Spolecenstvo hotoviteld hudebnich nastrojii a obchodniku jimi]
(Association of Musical Instrument Makers and Dealers), Prague 1935.

31) Dvorak’s Iafge collection of 117 musical instruments was donated to the Smetana Myseum in Prague (today
part of the NM-CMH). Today it is kept in the musical instrument department of the NM-CMH, except for certain
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exhibition its ‘Mozart Piano’ (a two-manual spinet)®? and the Japanese instrument builder
Shohé Tanaka’s enharmonium for the demonstration of non-tempered tuning. There
were several more string instruments from the private collections of the violin makers
Julius Hubicka, Karel Dvorak, and Otakar Spidlen. For the purposes of the exhibition, the
Strahov Monastery loaned its fortepiano from the workshop of the Prague manufacturer
Michael Weiss,** which had been the private property of the Strahov choirmaster Gerlak
Strnisté (1784-1855).

Both wings of the pavilion were dedicated to contemporary musical instrument makers,
and they were divided thematically into three sections. The category for “grand pianos and
upright pianos” was represented, for example, by the firms Ferdinand Rendl, Jan Kettner,
and Alois Valek, but a music publisher was also included there - the firm Mojmir Urbanek.
Czech violinmaking was plentifully represented, including the workshop of Ladislav Herclik
from Kolin, the Prague violinmakers Karel J. Dvorak, Otakar Spidlen, Karel Vavra, Josef
Patocka, and others. Wind instruments were represented, for example, by products made
by Jaroslav Krumphansl, Karel Svoboda (the successor to the famed Prague firm August
Jindfich Rott and Son), FrantiSek Knopf, Vilém Krafnetr, and also Antonin Hlavacek and
Ludvik Hrnecek, whose accordions were included in that category.

The 1935 jubilee exhibition was highly acclaimed by the press at the time.3®
According to the bookkeeping for the exhibition,¢ ticket sales brought in revenue
of 7,253.50 Czechoslovak crowns, and because the price for one ticket was two crowns
(the price of admission for school groups was reduced to one crown), one may assume
there were at least 3,627 visitors. In view of the fact that the exhibition lasted just 29 days,
that was a respectable number of visitors. The preserved guest book® tells a great deal
about the kinds of people who attended the exhibition. Besides professional instrument
makers, there were mainly figures from Czech musical life, e.g. Richard Stretti,>® Romuald
Perlik,3® Jan Branberger,*® Vilém Petrzelka,** Adolf Cmiral,*> Bedfich Voldan,*® and the
Prague Hlahol Choir, as well as artists and scholars from other fields (Jan Blahoslav

exotic and folk instruments, which are kept at the Naprstek Museum of Asian, African, and American Cultures.
32) Prague Conservatory, collection of historical musical instruments, inv. no. M 1/109 - 400 333.
33) Ibid., inv. no. M 1/110 - 400 334.

34) Kept today at the NM-CMH, inv. no. E 1558. Cf. CIZEK, Bohuslav: Historické klaviry v Cechach a na Moravé
(Historic Pianos in Bohemia and Moravia), Togga, Prague 2010, pp. 158-160.

35) A collection of newspaper clippings concerning this exhibition is available at AHMP, collection 312:
Association..., op. cit. in footnote no. 3, carton 2, inv. no. 24.

36) Ibid., carton 1, inv. no. 14.
37) Ibid., carton 1, inv. no. 7.

38) Richard Stretti (1875-1968), attorney, state official, ministry councilor, also a composer and organizer of
musical events, cofounder and chairman of the Antonin Dvofak Society.

39) Romuald Perlik (1882-1947), professor of the history of church music at the Faculty of Theology, music
historian and archivist at the Strahov Monastery.

40) Jan Branberger (1877-1952), composer, theoretician, and professor at the Prague Conservatory.
41) Vilém Petrzelka (1889-1967), composer and pedagogue, a pupil of Leo$ Janacek.

42) Adolf Cmiral (1882-1963), music pedagogue and editor, professor at the Prague Conservatory.
43) Bedfich Voldan (1892-1978), music pedagogue and composer.
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Kozak,** Vojtéch Michal,*® Ada Karlovsky*®), showing the heightened interest of the wider
public in this exhibition. The signature of the Strakonice bagpipe player Jaroslav Formanek
shows that participation was by no means limited to Prague and the surrounding areas.”

Dissolving of the Association

Under the Nazi Protectorate, the Association’s organization changed. Musical instrument
dealers were reclassified under retail, while tuners were integrated into the Association.
The association in Prague was expanded to cover all of Bohemia, and the Brno association
was similarly expanded for all of Moravia. They were in turn made subordinate to the
Central Union of Crafts. This led to the issuing of a new charter for the association in
1943.%8

After 1948 operations of the association were disrupted by nationalization and the
limitation of the private business sector, and this subsequently led to the dissolving of
the Association. The founding of the Association of Violin Makers (Kruh umélct houslart)
helped to resolve the difficulties caused by the nationalizing of violin makers’ workshops.
The man behind this idea for this organization was Otakar Spidlen, the author of a manifesto
titled In Defense of Violin Making as an Art: Is Violin Making an Art or Just a Trade? (1950),
which was signed not only by violin makers, but also by a number of artists in other fields,
such as the painters Ludvik Kuba, Max Svabinsky, Josef Lada, the sculptor FrantiSek
Bilek, a number of performing musicians, musicologists, and the composers Ladislav
Vycpalek, Vaclav Holzknecht, Jaroslav Ridky and others. The manifesto also received
support from significant cultural institutions, including the Academy of Fine Arts in Prague,
the Umélecka beseda (Arts Forum), the Music Department of the National Museum in
Prague, the Czech Philharmonic, the Czechoslovak State Film Company, etc. On the basis
of the manifesto, the Ministry of Education and of the Arts and Sciences recognized violin
making as a liberal art. Because the liberal arts had to be affiliated in organizations, the
Association of Violin Makers was founded on 2 July 1958. The institution, which survived
the revolution in 1989, has the goal of affiliating violin makers with high artistic standards
and of maintaining thereby the professionalism of the field to this day.*®

44) Jan Blahoslav Kozak (1888-1974), professor of the history of philosophy, protestant theologian, evangelical
minister and politician.

45) Vojtéch Michal (1900-1969), illustrator, graphic artist, painter.
46) Ada Karlovsky (1885-1946), born as Adolf Netrefa, actor and film director.

47) Jaroslav Formanek (1884-1938), son of the Strakonice teacher, bagpipes player, and folksong collector Josef
Formanek. Jaroslav Formanek was responsible for the revival of interest in bagpipes music in the Prachensko region.

48) AHMP, collection 312: Association of Musical Instrument Makers, carton 1, inv. no. 10.

49) The Association of Piano and Organ Manufacturers and of Builders and Restorers of Keyboard Instruments
was founded in 1990 for a similar purpose.
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Ludmila Kleinmondova-Janovska: Marie Gervinkova-Riegrova

Portrét podle fotografie od Jindficha Eckerta z roku 1895, pastel na papiru, Praha, post 1895 / Portrait based
on a photograph by Jindfich Eckert dated 1895, pastel on paper, Prague, after 1895

NM - Historické muzeum, oddéleni starsich ¢eskych déjin, inv. ¢. H2-143 140 / National Museum, Historical
Museum, Division of Czech History to 1918, inv. no. H2-143 140

Fotografie / Photograph, Radovan Bocek
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Antonin Dvorak

Portrétni fotografie / Photographic portrait,

Jan Vavruska, Pisek, 1894

NM-CMH, pozUstalost Boleslava Schnabla-Kalen-
ského / the estate of Boleslav Schnabel-Kalensky
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Antonin Dvorak: Stabat mater, op. 58, Kladno,
| 10. 4. 1941 / 10 April 1941
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d NM-CMHVIIB 337
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Zahajovaci koncert Dvorakova jubilejniho
roku 19. 3. 1941 / Opening concert of the
Dvorak jubilee on 19 Mar. 1941

Fotografie neznamého autora, zleva Magda
Santriickova-DvoFakova, neznamy, Otakar
Sourek, Emil Hacha / Photograph by an
unknown photographer, from the left: Magda
Santrigkova-Dvofakova, unknown, Otakar
Sourek, Emil Hacha

NM-CMH-MAD, &. pf. / Acquisition no. 88/98

Programni sesit s podpisy / Programme
booklet with signatures

Antonin Dvorak: Svatebni koSile (The Spectre’s
Bride), op. 69, Kroméfiz, 14. 6. 1941 /

14 June 1941

NM-CMH-MAD 1506 II
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Jubilejni vystava Spolecenstva hotovitelii hudeb-
nich nastroji v roce 1935, novinovy vystrizek,
Pestry tyden 14. 9. 1935 / Jubilee Exhibition of
the Association of Musical Instrument Makers in
1935, clipping from the weekly journal Pestry tyden
(Colorful Week), 14 Sept. 1935

Archiv hl. mésta Prahy, fond 312: Spoleenstvo
hotovitelt hudebnich nastroji 1851-1949, karton 2,
inv. €. 24 / Prague City Archives, collection 312:
Association of Musical Instrument Makers
1851-1949, carton 2, inv. no. 24
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Posetky ze sbirek bfevnovského klastera / Kit violin
(pochette) from the collection of the Bfevnov Monastery
Anonym, 18. stoleti / Anonymous, 18" century

NM-CMH E 1141

Pozvanka na Jubilejni vystavu
Spolecenstva v roce 1935 / Invi-
tation to the Jubilee Exhibition

of the Association in 1935

Archiv hl. mésta Prahy, fond 312:
Spolecenstvo hotovitelll hudebnich
nastroju, karton 2, inv. ¢. 23 /
Prague City Archives, collection 312:
Association of Musical Instrument
Makers, carton 2, inv. no. 23
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Neznama korespondence
Josefa Bohuslava Foerstera
a Frantiska Bilka

JANA FOJTIKOVA

I. Josef Bohuslav Foerster a FrantiSek Bilek

2 ivot Josefa Bohuslava Foerstera (1859-1951) byl bohaté naplnén skladatelskou
tvorbou, pedagogickou a hudebnékritickou ¢innosti a pozdéji i povinnostmi vyplyvaji-
cimi z jeho plsobeni v ¢ele vyznamnych kulturnich instituci. Pfes zna¢né vytizeni v hudeb-
ni profesi vSak Foerster nenechaval lezet ladem ani své dalSi umélecké vlohy - dar slova
a nevsedni vytvarny talent. Vedle skladatelského odkazu zanechal i rozsahlé malirské di-
lo.r Neprosel sice odbornym skolenim, ale osobné znal vétSinu prednich ¢eskych malifQ
své doby, navstévoval jejich ateliéry a ucil se pozorovanim jejich prace.?

K okruhu Foersterovych pratel z fad vytvarnych umélcl naleZel od roku 1899 také Fran-
tiSek Bilek (1872-1941). V tomto roce se Foerster a Bilek poprvé setkali, ale bezpochyby
0 sobé védéli jiz mnohem dfive. Roli prostfednika sehral Foersteriv mladsi bratr Viktor, Bil-
kdv spoluzak na Akademii vytvarnych uméni, kde oba navstévovali ateliér prof. Maxmiliana
Pirnera.® Foerster se o Bilkovi dozvidal ,z vypravovani svého bratra“ a neni diivod pochybo-
vat o tom, Ze stejnou cestou se dostavaly informace i opacnym smérem. KdyZ na podzim
1890 obdrzel osmnactilety Bilek stipendium mecenase Vojtécha rytite Lanny a zatatkem
nasledujiciho roku odjel v doprovodu Zdenky Braunerové do Pafize, s Viktorem Foersterem
si dopisovali. Korespondence neustala ani v dobé, kdy musel Bilek pfedéasné ukoncit svij
parizsky pobyt poté, co stipendijni komise pfikie odmitla jeho prace (mj. plastiky Golgota
a Orba je nasi viny trest) a zbytek stipendia mu byl odejmut. Na podzim 1892 se Bilek vratil

Tento prispévek vznikl za finanéni podpory Ministerstva kultury v rdmci institucionalniho financovani dlouhodobého
koncepéniho rozvoje vyzkumné organizace Narodni muzeum (DKRVO 2014/44, 00023272). Galerii hlavniho més-
ta Prahy nalezi podékovani za poskytnuti ikonografickych material vztahujicich se k FrantiSku Bilkovi.

1) Soupis malitského dila J. B. Foerstera publikoval KUDRNA, Miroslav: Josef Bohuslav Foerster. SlySet obrazy.
Malitské dilo. Uvahy nad kronikou Zivota skladatele - vytvarnika, Studie Narodohospodaiského Ustavu Josefa
Hlavky, &. 3/2012, Praha 2012. O vytvarné Easti poziistalosti J. B. Foerstera viz FOJTIKOVA, Jana: Pozistalost
Josefa Bohuslava Foerstra, Musicalia, ro¢. 2, 2010, ¢. 1-2, s. 13-16 (anglicka verze s. 31-34).

2) Viz FOERSTER, Josef Bohuslav: Cesti vytvarnici, in: Poutnik, L. Mazag, Praha 1942, s. 286-289.

3) Viktor Foerster (1867-1915) je pozoruhodnou, i kdyZ dnes témérF zapomenutou postavou ¢eského vytvar-
ného uméni; vénoval se prevaziné sakralni malbé, ale jeho nejvétsi pfinos spociva v obnoveni mozaikarského
uméni u nas. Podrobnou studii o Viktoru Foersterovi uvefejnil HEMELIK, Martin: ,Jsem nijaky, to snad ten pravy
nazev, drahy Frantisku...“. Nékolik poznamek o vztahu FrantiSka Bilka a Viktora Foerstera a dile tohoto pozapo-
menutého tvirce, in: Vira a uméni FrantiSka Bilka. Sbornik projev(i pronesenych na konferenci k 70. vyroc¢i Gmrti
umélce (6. 11. 1872 - 13. 10. 1941), Praha 2012, s. 89-119. Soupis obrazl a kreseb z pozustalosti Viktora
Foerstera vypracoval KUDRNA, Miroslav: Vytvarné dilo Viktora Foerstra (1867-1915) aneb Uméni cestou k nej-
vy$Simu poslani, soukromy tisk, vydal Hilar Myslik, Jihlava 2012.
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p- ~ z Pafize zpét do rodného Chynova.*

Po roce byl povolan na jednoro¢ni
' vojenskou sluzbu do Jindfichova
Hradce. Viktor Foerster od pocatku
usiloval pfimluvami u vlivnych osob-
nosti uméleckého svéta o Bilkovo
propusténi z vojny, avSak marné.
Sam v té dobé cestoval a studo-
val, ale s Bilkem byl stale v pisem-
ném spojeni.® V roce 1896 navstivil
J. B. Foerster z Viktorova podnétu ve
Vodnanech Julia Zeyera a predal mu
Bilkovy zapisky nabozenskych Gvah.
Pfedznamenal tak Bilkovo osobni
seznameni s basnikem, které mélo
pro Bilkiv dalsi umélecky vyvoj
zasadni vyznam.®

Ve druhé poloviné devadesatych
let vstoupil FrantiSek Bilek Gspé&sné
na ceskou uméleckou scénu. Od
roku 1896 vychazely reprodukce
jeho vytvarnych praci a Gvahy o umeé-
ni v casopisu Katolické moderny
Novy Zivot (1896-1907).” Zicastnil

Josef Bohuslav Foerster se vistav Krasoumné jed noty
Fotografie / Photograph, Jaroslav Adam, Praha, 19. 10. 1903 / . . v .

Prague, 19 Oct. 1903 a S’po_Ika vytvarnych umelc_:u Manes,’
NM-CMH, €. pf. / Acquisition no. 46/98 svymi dily byl zastoupen i na prvni

vystavé videnskych secesionist(l ve
Vidni v roce 1898. Cast kritiky v ném spatfovala ,zcela zvlastni, v nasi plastice nevidanou
a neobycejnou osobnost“,® ¢i dokonce ,nejoriginalnéjsiho umélce ceského viibec“.®

4) Chynov u Tabora.

5) Viz HEMELIK, op. cit. v pozn. &. 3, s. 94-96.

6) Srov. MRAZOVA, Marcela: Zivot a dilo Frantiska Bilka. Chronologicky pFehled, in: FrantiSek Bilek
(1872-1941), ed. Har1a Larvova, Galerie hlavniho mésta Prahy, Praha 2000, s. 315-349, zminka o J. B. Foersterovi
nas. 317; téz HEMELIK, op. cit v pozn. €. 3, s. 97.

7) Katolickd moderna je nazev pro hnuti, které plsobilo od poloviny devadeséatych let 19. stoleti a v prvnim
desetileti 20. stoleti. SdruZovalo literarné ¢inné katolické duchovni, jejichZ snahou bylo pozvednuti Grovné ¢eské
katolické literatury a jeji priblizeni soudobym literarnim prouddm. FrantiSek Bilek se stal hlavnim vytvarnikem
spolupracujicim s Katolickou modernou; publikoval své prace v ¢asopisu Novy Zivot po celou dobu jeho trvani
(1896-1907).

8) MADL, Karel Boromejsky: Uméni véera a qnes.’ Pétadvacet vystav ,Manesa“. Kronika deseti let
1898-1908, Praha 1908, s. 13, citovano podle MRAZOVA, op. cit. v pozn. €. 6, s. 318.

9) BOUSKA, Sigismund: Bilktv dum, in: Novy Zivot IV, 1899, s. 49, citovano podle MRAZOVA, op. cit. v pozn.
¢.6,s.319.
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V roce 1898 si Bilek v Chynové po-
stavil podle vlastnich navrhd dim s ate-
liérem. V nasledujicich letech v Chyno-
vé Casto pobyval i Viktor Foerster. V 1été
1899 pracoval v Bilkové ateliéru na za-
kazce kfizové cesty pro chram sv. Barto-
loméje v Pelhfimove, a tehdy zde Fran-
tiSka Bilka osobné poznal i Josef
Bohuslav Foerster. V té dobé pusobil
Foerster jiz Sestym rokem v Hamburku,
odkud ale pravidelné, zejména v letnich
mésicich, zajizdél do Cech. Za Foerste-
rovy prvni navstévy v Chynové se zrodilo
pratelstvi, trvajici pak vice nez Gtyricet
let a ukoncené az Bilkovou smrti. AvSak
zatimco vazby F. Bilka k jinym osobnos-
tem z jeho blizkosti jsou jiz v mnoha
smérech prozkoumany a doloZeny edi-
cemi korespondence,’® jeho pratelsky
vztah s J. B. Foersterem dosud unikal
pozornosti muzikologli i historik( umeéni.

Il. Korespondence Franti$ek Bilek pfi praci v ateliéru / FrantiSek Bilek at
work in his studio

B L Fotografie, 30. Iéta 20. stoleti / Photograph, 1930s

J. B. Foersterem a F. Bilkem podava Galerie hlavniho mésta Prahy, bez signatury / Prague City
svédectvi vzajemna korespondence  Gallery, uncatalogued

obou umélcUl, uchovavana ve dvou sbir-
kovych fondech Narodniho muzea - Ceského muzea hudby (dale NM-CMH):

O mnohaletém blizkém vztahu mezi

V pozlstalosti Josefa Bohuslava Foerstera se v rozsahlém oddilu prijaté korespondence
mezi stovkami dopisl od rliznych pisatel(l nachazi také 18 dopisU, 4 pohledy a 1 karti¢ka
pohlednicového formatu, které Foersterovi napsal FrantiSek Bilek, a 3 dopisy od Bilkovy
Zeny Berty Bilkové-Necasové. O existenci tohoto souboru pisemnosti odborna verejnost
donedavna nevédéla, ponévadz Foersterova pozlistalost neni zatim bézné poskytovana ke
studiu z dGvodu probihajici systematické evidence.**

10) Dopisy Otokara Breziny lll. Frantisku Bilkovi, ed. Vilém Necas, F. Borovy, Praha 1932; Basnik a sochar. Dopisy
Julia Zeyera a FrantiSka Bilka z let 1896-1901, ed. Josef R. Marek, Za svobodu, Praha 1948; Sigismund Bouska
Franti$ku Bilkovi (korespondence z let 1895-1916), eds. Zuzana Pokorna - Iva Janakova, Praha 1992; Korespon-
dence Katolické moderny. Dopisy Frantiska Bilka a Karla Dostéla Lutinova z let 1896-1923, eds. Stépan Kohout
- Pavel Marek - Oldfich Svozil, Gloria, Rosice 2007; Cislo jednaci - laska. Vzajemnéa korespondence Jakuba Demla
a Frantiska Bilka. Kniha | 1901-1906, Kniha Il 1912-1928, ed. Iva Mrazkova, Dauphin, [Praha] 2012.

11) Foersterova pozustalost je evidovana chronologicky pod Gislem pfirGstku (dale €. pf.) 46/98, systematicka
evidence je ve stadiu r92pra’covén|’a materialy zatim nejsou opatfeny inventarnimi ¢isly (dale inv. ¢.). Podrobnéji
0 pozustalosti viz FOJTIKOVA, op. cit. v pozn. €. 1, s. 6-21 (anglicka verze s. 22-35).
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Jako protéjsek k Bilkovym dopisiim dochovanym ve Foersterové pozUstalosti je v Gseku
nenotovych archivalii uloZzena také kolekce 33 Foersterovych dopisl zaslanych FrantiSku
Bilkovi a dopis ze 14. fijna 1941, ktery je kondolenci Berté Bilkové k manZelovu Gmr-
ti. Dopisy pochazeji z pozUstalosti FrantiSka Bilka a do nékdejsiho hudebniho oddéleni
Narodniho muzea je po smrti své matky predala Bilkova dcera Berta Mildova-Bilkova jiz
v roce 1964. Kratce nato byly zkatalogizovany a zpfistupnény tak pro badani.? Ani tyto
dopisy vSak dosud nebyly odborné vyuzity.

Pocatek korespondence mezi J. B. Foersterem a F. Bilkem je mozno s nejvétsi
pravdépodobnosti klast do roku 1899, kdy se oba umélci také osobné seznamili. AvSak
ze dvou dlvod je pfi urCovani chronologie namisté urcita rezervovanost. Korespondence
v Ceském muzeu hudby totiZ zjevné neni kompletni - v dopisech z obou stran se objevuiji
narazky na situace, na néz z opacné strany nenachazime odpovédi. Jistou potiZz pfinasi
také skuteénost, ze bezmala polovina Bilkovych dopist, prevaziné z pocatku pisemného
styku s Foersterem, neobsahuje dataci. Postrada ji bohuzel i Foersterlv dopis, ktery je
patrné nejstarsim z dochovanych, a presné ¢asové urceni by zde tedy bylo obzvlasté cen-
né. Hned v jeho prvni vété jsou obsazeny naznaky svédéici o nelplnosti koresponden-
ce. Foerster se zminuje o svém dfivéjSim pozdravu a Bilkové odpovédi na néj. AvSak ani
Foersterlv ,pozdrav“ (byl snad jen Gstnim vzkazem?), ani odpovéd, kterou Bilek ,poslal*
nejsou v muzejnich souborech dochovany:3

Josef Bohuslav Foerster Frantisku Bilkovi, nedatovano [1899?]4

Drahy priteli Frantisku,

ze slov, kterd jste mi poslal odpovédi na maj pozdrav, promluvila ke mné Vase duse.

Znal jsem ji z VaSich dél a skutku, znal ji z vypravovani svého bratra, a obraz, ktery jsem si o ni
ucinil, byl spravny.

Pozdravoval jsem Vas Casto v nitru svém, Vas neznamého a pirece mého bratra, nebot jsem
dobre védeél, ze jsme spiriznéni. Vase dobrota nevylozi mi slova ta v neskromnost, nedal mi Btih té
vzacné hiivny jako Vdm, to dobre vim. Ale dal mi, a bud’ za to chvélen i veleben, schopnost pocho-
povati, co jini, vyvoleni Jeho a blizsi Jemu, zivotem i praci hlasaji.

Tak tedy jdu k Vam, mij Frantisku, v ldsce bratrské a libaAm Vas v duchu, Vas Vyvoleného.

V lasce Vas, nyni a provzdy,
Josef

Dopisy z prvnich let Foersterovych a Bilkovych kontaktl odhaluji podstatu okamZitych
vzajemnych sympatii a zaklad jejich dlouhého pratelstvi. Byli si blizci diky hluboké duchov-
ni spfiznénosti vychazejici z obdobné zaloZzeného nabozenského citéni, které se rozvijelo
u obou shodné jiz od raného mladi. Oba pochazeli z pfisné katolickych rodin. FrantiSek

12) Dopisy jsou evidovany chronologicky pod &. pF. 76/64, systematicky pak v souvislé Fadé inv. &. NM-CMH G 3453
- G 3486.

13) Poznamka k prepisu korespondence: Vybrané dopisy jsou prepsany vzdy v Uplnosti, plvodni ¢lenéni textl
do fadku je upraveno. Tvaroslovné zvlastnosti originalnich textd ponechavam, vyrazné odchylky od sou¢asného
pravopisu vyznacuiji v hranatych zavorkach, interpunkci upravuji podle platnych pravidel, drobné chyby jsou opra-
veny bez vyznaceni.

14) NM-CMH, inv. &. G 3453,
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se od détstvi az do jinoSského véku v chynovském kostele podilel na bohosluzbé jako
ministrant.t®> Také ,Josifek“ mél jako syn feditele klru kostela sv. Vojtécha a predniho
propagatora cecilianské reformy cirkevni hudby Josefa Foerstera (1833-1907) zahy pfi-
lezitost vnimat sugestivni atmosféru chramu, mysterium katolického obradu i velebnost
chramové hudby.

Bilek od raného mladi prozival stavy extaze a mystického vytrzeni, pfi nichz vidal Krista
i Pannu Marii a pocitoval Bozi pfitomnost.'® Jeho dopisy jsou pIné vasnivych vyznani lasky
k Bohu a svédectvi o vlastnim intenzivnim vnimani Bozi existence. Zjitfené pateticky zpl-
sob vyjadfovani je pro Bilka v tomto obdobi charakteristicky - podobny raz ma i jeho kore-
spondence s Juliem Zeyerem nebo Otokarem Bfezinou, stejné jako jeho texty uverejnéné
v Casopisu Novy Zivot (Confiteor uméni, Za pravdou) i jinde.

Nasledujici dopis je psan na dopisnim papiru, v jehoZ zahlavi je fotografie Bilkova domu
v Chynové a pod ni vytiSténa lokace:

Frantisek Bilek Josefu Bohuslavu Foersterovi, Chynov, nedatovano [podzim 18997?]

V CHYNOVE u Tébora, dne [tisk, datum nedoplnéno]

Josefe muj, ma drahd duse, kdyz predevcirem cetl jsem VA4S cenny dopis ke mné, tak zaslzel
jsem, az nitro hnulo se mi celé; a ekl jsem Panu: Ty lejes balsimu v mé rany, které smrt juz vo-
laly, a tak cennou, predrahou dusi, ze nebudu toho hoden nikdy.

Kdyz vemou ¢loveéku zenu, ditky, rodice oba a vie, vée co mél a co ,jeho“ se mohlo zvat, to
vSechno nevyvazi ztratu, jakou pocituje ten, koho (treba jen zdanlivé) Bih opustil. A ja to citil
bolné tak, Ze jsem umirat jiz se vidél, ba jiz si umiit pral se slzami té lasky k Nému, jakymi i v téch
trpnych chvilich pIné mél jsem oci. Josefe miij, tak bych chtél se schouliti na Vase vérna prsa;
a pred Vami netajil bych slz, zaplakal bych si bez ostychu k Nému ldskou. Je mi Biih v8im, co Zije
mym nitrem, je mi tim, co drzi mne v ldsce k lidu Jeho, je mi v§im. Vy to, muj drahy, pochopite,
co mi je Buh; ba vice povédi Vam o tom mé slzy.

Josefe muj, tam na Golgoté nebylo tak velkého utrpeni, jako v olivetské zahradé. A vétsi utrpeni
tohoto bylo zase na pousti v pokusenich. A nad to jesté trpnéjsi byl déj, kdyz na poc¢atku ,slovo stalo
se telem“, ba kdyz ,,bylo u Otce a diive nez byl svét, a kdyz svét pron ucinén jest“. A pirec jen po
»Boze, pro¢ jsi mne opustil“, nasledovalo hned - ,,dokonano jest“. Kdyby mne Btih opustil, jsem
ztracen, dokonam!

NaSe setkani! Radoval jsem se dlouho pod jeho vyslunim. Ale vice budoucimu setkdni se nase-
mu ziji. Kdy to bude, a bude-li viibec kdy? Hravam Vase pisné s Viktorem, abychom Vas méli mezi
sebou. A zni mi vse dlouho vzdy; téz ,,jak jsme ji nesli ku hibitovu“. Ach, Josefe miij, odpustte mi;
odpust mi i Ty, mtij Boze, a nech mne umtit. Smrt je tak plna zivota, a umirani tolik radostnych
slz plno; a nebe? nebe pak nemd, nezn4 slz. Chvéji se pod tihou kazdého dne, a zivot dal$i mi jen
$ilenym smichem kyne.

O Boze muij, pFijmi mou slzu, jenz [!] pietekla z toho zdroje 14sky, jimz nitro moje preplnéno.
Josefe miij, chtél bych se dat cele v obét s posledni své duse kapkou sily pro dobro lidu, jejz pro
Boha tak jsem si oblibil; ale Bith mou obét dosud nepiijal; naopak se chvéji, ze vede, vhani mne

15) Viz FORTOVA, Zlata: FrantiSek Bilek a hudba, in: Vira a uméni Frantiska Bilka, op. cit. v pozn. &. 3, s. 77.
16) O Bilkové prozivani extatickych stavil v dobé jeho pafizského pobytu viz MRAZOVA, op. cit. v pozn. &. 6,
s. 316; téZ LARVOVA, Hana: ,Zda-li kdo muZe chapat snahu Husovu Iépe...“. Jan Hus v dile FrantiSka Bilka, in: Vira
a uméni FrantiSka Bilka, op. cit. v pozn. €. 3, s. 21-22.
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svou laskou tam, kde je mi tizko, kde je mi tak vzdélenym. Josefe miij, jak rdd Vds mam! Tato slza
ma patii Vam, ma vérnd, dobra duse.

le nalezl mimoradné chapavou bytost. Foerster(iv dopis z fijna 1899 odrazi hluboké do-
jmy z prvniho setkani s Bilkem.'” Jako protiklad k chynovskym zaZitkilm podava svédectvi
o svém zivoté v Hamburku, ktery vnima jako neutéseny:

Josef Bohuslav Foerster FrantiSku Bilkovi, Hamburk, 6. 10. 18998

V Hamburku 6/10 99

Miij drahy Frantisku,

jak jste si asi vykladal mé dlouhé ml¢eni? Jak muj zdanlivy nevdék? Prosim jenom ne lhostej-
nosti. Ve jiné bylo by spise pravdou. Ale ja chci, abyste vidél do mého nitra a nemusil shledavati
pri¢iny sdm. Vézte: dojem, ktery na mne ucinila a ve mné vzbudila nav$téva v Chynove, byl tak
mocny, tak silny a nezvykly, Ze musel jsem, abych zazil vse, vyckati doby dnesni, doby prace a na-
vratu k povinnostem, které mi zabezpecuji existenci.

Musel jsem se vratiti z toho vytrzeni nadzemského ku hroudé, po niz tdhnu sviij pluh, aniz
bych védél, zda vedu dobie svoji brazdu, aniz bych mél presvédceni, ze vedu ji plodnou zemi.

- Vy stastny! Hle, sen nejkrasnéjsiho zivota je Vadm udélem. Nejslad$i harmonii v dusi, sam
a silen, opiren o Slovo Svaté a ze Sily ¢erpaje silu svoji, zachycujete své sny, ddvaje jim podobu
nejruznéjsi, zachycujete své touhy, své modlitby: slovem, pérem i dlatem.

A tak stoje ve svété a prece mimo svét, kridla volnd jako ptdk vznasejici se do nebes, vzlétate
vyse, nezli onoho donaseji kiridla. A zatim jde svét kolem a ¢as, ale ruch nedotyka se Vaseho sluchu
uniklého zemskému. Ja zatim bloudim v obrovském meésté, ve chvatu a shonu obchodnikii, mezi
lidmi, kteii se divaji na umeéni jako na luxus a nechépou je jinak, nezli jako zdbavu bez vyssich
cilt.

V tom chvatu a lomozu zachvacen strojem pracuji. Dopoledne po hodinach, odpoledne v pri-
pravach, a vecer, v dobé sezony, témér denné utrdcim v povinnosti zurnalistické. Nevyspaly, nebot
musim po produkei do noci psati, unaven useddm kradmo ku své prdci, v téch chvilich, kdy jini
odpocivaji, posylam [!]| dusi svoji hledati manu nebeskou...

0O moci tak jednou ziti, jako Vy, jen té praci své, jen svoji touze, jen sobé a sebou jinym, viem!
Ale to jsou plané sny. V poméru k Vam, muj Frantisku, jsem star, a uméni moje neuzivi leda hrst
vyvolenych...

Co jsem si tedy z Chynova prinesl? Snad zavist? Touhu, abych mohl podobné Vam ziti? Nikoliv.
Prinesl jsem si dojem vzacny a hluboky, jenz zustavil ve mné vzpominku plnou nevyslovné krdsy.
Jako poutnik, jenz putoval k zdzracnému obrazu a ted v mysli i srdci chova podobu, tak obracim
se ja v myslenkdch k Vdm: ne v zavisti, ale v ldsce. A touha, ziti jako Vy, jen v jednom smyslu mne
ovladla, ve smyslu cisté lidském. Vim, kde hledal jste Vy sviij veliky vzor, vzor nedostizny, vim, Ze
nikdy nedoséhnu oné vzneSené vyse, ale ,kde nestaci sily, i ville chvdlyhodna“. A ty roztristéné

17) Svoji prvni navstévu Chynova vyli¢il Foerster v kapitole nazvané V Chynové, in: Poutnik v cizing, Orbis, Praha
1947, s. 106-108.

18) NM-CMH, inv. &. G 3454.
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paprsky viile shirdm, shleddvam, a zda se mi, ze zivot i tou viili je cennéjsim, ktera nestac¢i ku
vykondn{ skutku.

Tak, mtj drahy Frantisku, tak asi vzpomindm na Vés a ty krdsné letni dny plné tajemné poesie
a Cistoty, jez jsem zazil v Chynové.

Co Vam vice fici? Mate zdjem pro moji praci? Nepochybuji o tom, ale to az jindy.

Zatim budu se tésiti ¢isti za ¢as nékolik slov vytrysklych z Vasi duse. Snad najdete Vy chvili
vhodnou, kde zatouzite po tom sdéliti se mnou dojem sviij. Snad svérite i Vy mné, co zbylo Vam ve
vzpominkdch na naSe prvni setkdni.

Prvni? Ne, ne, znal jsem Vas, Vasi podobu dusevni, a prece kdyz vidéli [!] o¢i mé, chapal jsem
jasnéji a plnéji. Clovek!

A ted, muj drahy Frantisku, budte zdrav a stasten. Je krasnou tlohou hvézdy zariti tisictim.
Svitte svétlem nebeskym.

Libam Vas v ticté i lasce.
Vzdy Vas a s Vami

Foerster

V 1été roku 1900 navstivil Foerster Bilka podruhé. V dopisu z pocatku zafi vzpomina na
svoji prvni navstévu, kdy zastihl Bilka na pocatku prace na UkfiZzovaném, o rok pozdéji jiz
vidél dokoncené dilo.*® Obdivuje také Bilkovu vizionarskou schopnost, kterou povaZuje pro
sebe za nedostupnou:

Josef Bohuslav Foerster FrantiSku Bilkovi, Hamburk, 7. 9. 1900%°

V Hamburku 7/9 1900

Muij drahy Frantisku,

Viktorek psal mi, Ze jste na cesté k domovu. Trpél jste mnoho v minulych dnech, to se mnou
také sdéluje. MaGj drahy Frantisku, je to jiz idélem nasim trpéti. V utrpeni je velké tajemstvi
amné se vzdy zd4, Ze je vném jedind cesta jdouci k nebi. A s védomim timto, s pochopenim tcel-
nosti, meéni se slzy bolesti v slzy radosti a my ,,chlubime se svymi ranami®.

Ach, Vy to vse jisté stejné pocitujete jako ja, a duse Vase nori se hloubé&ji v tajemstvi nezli moje,
nebot ja na prahu stojim a jen tehdy mohu nahlédnouti, kdyz ruka vyvolena pozvedne zavoj! A Va-
§im drahym rukam za ten dar milosti dékuji, a za tim ucelem Vam tyto iradky pisu, abyste z nich
vycetl muj dik nejvroucnéjsi! Mdlo jsme se vidéli letos, ale i ta doba stacila, aby mi pripamatovala
dny lonské, kde jsem Vas poprvé vidél a s Vami se potésil. Tehdy u zapocatého, letos u dokonce-
ného dila Vaseho jsem stdl a dychal posvatnost Vasi umélecké dilny a s hlubokym dojmem v srdci
ji opoustél. Za vse, za tyto dary nevystizné ceny, prijméte muj dik nejvroucnéjsi. A dobrotivy Biih
zehnej dale Vasemu zivotu a Vasi praci. A uved Vas na vysluni vnitrniho miru, jenZ znamena nej-
veétsi dosazitelné pozemské stésti.

V lasce vzdy Vas

Foerster

19) Bilkovo slavné dilo UkFizovany (téZ Krucifix) je od roku 1926 umisténo ve Svatovitské katedrale na Prazském
hradé.

20) NM-CMH, inv. &. G 3458.
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V nékolika dopisech z této doby jsou obsazeny zminky o Bilkové zalibé v hudbé.
Hral dobre na flétnu. V letech, kdy v Chynové pobyval Viktor Foerster, vyborny klavirista
a varhanik, nalezl v ném Bilek zdatného partnera pro spoleéné muzicirovani. Pozdéji
Viktora u klaviru nahradila Bilkova snoubenka a posléze manzelka Berta. JestliZze celozi-
votni laskou skladatele J. B. Foerstera bylo vytvarné umeéni, vytvarnik Bilek naopak milo-
val hudbu a pravidelné ji péstoval. V niZe citovaném dopisu, psaném snad koncem roku
1900, Bilek pise: ,,Promluvil jste poslanim své k nam prace. Jak radi ji budeme hrat!“ Také
Foerster se v Poutnikovi zminuje, Ze obohatil FrantiSkdv a Viktor(iv repertoar vlastni sklad-
bou pro flétnu a varhany, kterou ale bliZze nespecifikuje. Mohlo by se snad jednat o Andante
religioso v Gpravé pro uvedené obsazeni, v autografu datované 7. 12. 1900.%

FrantiSek Bilek Josefu Bohuslavu Foersterovi, nedatovano [prosinec 1900?]

vy

Josefe mily, druhu mij a priteli, ktery mi jen v dobach nejsvétéjsich pripada v mysli. A kdyz
prichdzite mi na mysl v tézkych, nesnesitelnych dobach, déla se mi volnéji tu chvili, takze dlouze
a volnéji vydychnouti mohu pro delsi zas cestu Golgothy.

Josefe muj, slyste mne, ¢i spise, ,,moji davéru“: Vim, neutajim a netajim to, ba veiejnosti to jiz
hromove zni, jak je mi - Pan Biih drahym! Vie mi celé nitro k Nému Zitim, nemam nic, nic v svété
krom Jeho; a nebojim se ni¢eho, ni¢eho jen viny proti Nému. Radost méam, vane-li Jeho dech kol
mné [!] nebo ke mné. A kdyz vede mne, a kdyz u¢i mne, a z ldsky kdyz obejme mne, tu bolesti az
kvi¢im, protoze On Velky tak velké ruce m4, a ty kdyz obejmou mne chrousta, kvi¢im. Ale prosim
za tu bolest u Ného. Ona mne zbavuje zla i pokuseni, ona mne ocistuje a posilnuje ke konani svaté
Jeho wiile, coz mne potom v Pravdé blazi. O kéz mne zivi bolesti! Ale - ach - bolest jenom jedna
szird mne, jenom jedna bholest pro mne Zije jesté, a to je vina, hiich proti Nému. A za |?] tu chvéji
se bazni pred Nim i pired tou bolesti: bojim se vzdycky, ze Jemu umru. - Ale i kdybych mu umiral,
prec bych (jsem jist) nejlepsi laskou k Nému se modlil!! - Vsak On to vi! Odpustte, ze tak pisi, vzdyt
Vy to vSe lépe vite. Odpustte, Ze ve svou k Vam rozmluvu své a nase blaho - Jeho - vtahl jsem: Chtél
jsem, aby - ,,On byl mezi ndmi“!

Promluvil jste poslanim své k nam prace. Jak radi ji budeme hrat! Je$té jsme ji nemohli zahrat,

v

protoze ja nemeél ¢asu; ale tésime se uprimné.

Bud'te zdravi s milou pani manzelkou a $tastni o svatcich! Ostatné: co je to $tésti? Nepozustava-
-li pouze v tom, ze spokojen je clovek se samym ssebou? A Vy pirec oba tak hodni Jste. Proto Bih
zehnejz Vasemu $tésti! Josefe muj, tak viele, tak upirimné Vas objimam. Josefe mtij, kéz Btih je
vzdycky se vséechnémi nami!

- O ztistan s nami!

Prevazujicim obsahem dopis(i z let 1899-1900 jsou duchovni meditace, ale tu a tam
se objevi i sdéleni z osobniho ¢i pracovniho Zivota. Zacatkem kvétna 1901 se Foerster
raduje nad Bilkovym (myslem se oZenit.?? V listopadu téhoZ roku prosi Bilek Foerstera
o primluvu u feditele Narodniho divadla Gustava Schmoranze, aby mu byla svéfena prace
na trigach:

21) Viz FOERSTER, Josef Bohuslav: V Chynové, in: Poutnik v cizing, op. cit. v pozn. &. 17, s. 106. Uprava skladby An-
dante religioso pro flétnu a varhany byla nalezena v souvislosti s pfipravou katalogu notovych autografu J. B. Foerstera
obsazenych ve skladatelové pozlstalosti, viz FOJTIKOVA, Jana: Josef Bohuslav Foerster. Svédectvi pramend.
Novy soupis hudebniho dila, Studie Narodohospodarského Ustavu Josefa Hlavky, ¢. 4/2012, Praha 2012.

22) NM-CMH, inv. &. G 3459.
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Frantisek Bilek Josefu Bohuslavu Foersterovi, Chynov, 21. 11. 1901

Chynov 21. XI. 1901.

Josifku maj mily,

dnes nejsem k Vdm hodnym, dnes mimo psanic¢ko pritulné své k Vam vkladam v radky své
i prosbu; prominte mi to, prosim! Mnoho hovorivime s nevéstou moji o Vas, kterd si Vas a Vasi

Ty

prace tak velice vazi, s kterou jsme kazdou hru na varhany i piano zacali anebo skon¢ili s praci
Vasi. A téSime se, Ze nds navstivite jednou, a ze nam pritelem ostanete.

Nedavno stdlo v novindch, Ze se vejde ve vyjedndvani s nékterym umeélcem o provedeni onéch
»trig® na narodnim [!] divadle. Vzpomnél jsem, Ze mate pana rreditele Schmoranze jako pritele,
ktery by na primluvu Vasi i za mne primluvil se, by mi byla préce ta svéiena. Je prace dost malo;
a kdyz je, tak Ti, ktet'i jsou blizsi, obdrzi ji. Jestli byste laskavé (a mozno hned) p. editele Schm|o-
ranze| o primluvu pozadal listkem néjakym, byl bych Vam vdécen.

Pro¢ se musime tak o ty kiirky a kosti odpadlé s jinych stolt drat? Pro¢ jsme my tvorici tou véc-
né vztazenou rukou prosici, kdyz praci svou kralovské svétu prindsime dary? Praci svou ddvame se
celi i s tim nejdraz$im, co chova nase nitro; a prec musime u cest stat a prosit, by se svét bezcenny
dal objat cennym obejmutim nasim. Jsme kralovskymi dédrci i bezcennym svétem! A az svét se
stane krdlovskym a ddrci zbyte¢nymi -,bezcennymi“ -, nebude nés ni nasi prosici, vztazené ruky.

Tolik objimam Vas! Tolik mam Vés rad!

Frantisek

Foerster vzapéti odpoveédél, Ze jiz odeslal fediteli Schmoranzovi dopis.?® Jeho pfimluva
ale nevedla k zamySlenému vysledku a Bilek tuto zakazku neobdrzel.

V roce 1903 presidlil Foerster z Hamburku do Vidné. Z nasledujicich let jsou dochovany
jen tfi dopisy: Bilkova gratulace z 6. brezna 1905 k Gspéchu prvniho provedeni Foersterovy
orchestraini suity Cyrano de Bergerac,* Foersterova kondolence z 12. prosince 1907
k amrti Bilkova otce?® a Bilkova odpovéd' na ni, spojena s rodinnymi zpravami a pfanim do
nového roku:

FrantiSek Bilek Josefu Bohuslavu Foersterovi, nedatovano [po 12. 12. 1907]

Mily Josifku, mild, dobra duse,

vyhledal Jste mne svym slovem laskavym, abyste mi tiskl ruce pro ryhu, kterou na voddch mych
brazdila Vyssi Viile, kdyz pro Ni tatinek nas odchdzel. Dékuji Vam, mily, Ze na mne nezapominate.

Byla Vile Bozi zde vysvobozujici, ukratila dlouhé trapeni milého zesnulého i naSe trapeni se
pro ného. A vite, jak neklidné jsou hladiny vod nasich, nedovoli dlouhé chvile, by ¢lovék se mohl
nad osudnou onou ,ryhou® zamysliti; Stvou k povinnému zachrdanéni se pired utonutim a k po-
vinnému dojiti cile.

Vzpomindme s Bertickou na Vas i na milostivou pani; zvlasté vSak vzpomindme, Josifku, na
Vase - dite. My letos (19./1V.) také obdrzeli chlapecka; spomocni¢ek maly v diln¢ u mého dila. Co
nad¢ji vyzivnych skytd den kazdy!! A coz dévenka Berticka, ten andélicek muj sladky! Zdravi jsme
s vzacnou manzelkou moji; pokud zdravi jsme, sndze vzdorujeme vichiicim a bouiim na ,,nasich

23) NM-CMH, inv. &. G 3460.
24) Foersterova orchestralni suita Cyrano de Bergerac, op. 55 byla poprvé provedena 3. 3. 1905.
25) NM-CMH, inv. ¢. G 3461.
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vodach“. Kazdy novy rok vitime s nadéji na ulehc¢eni, a kazdy ma dosti na svém trapeni. At Vas
novy rok je veliky a svaty! Tak prejeme Vam oba, Vam i milostivé pani.
FrantiSek Bilek

Z nasledujicich sedmi let korespondence chybi. AZ koncem roku 1914 navstivil
Foerster manzele Bilkovy a dopisem psanym ve Vidni o vanocnich svatcich?® dékuje obé-
ma za ,vlidné a milé pfijeti“. Vzpomina na krasné chvile, kdy se po dlouhé dobé opét
setkali, a na dojem z Bilkovych dél, v nichZ spatfuje ,souzvuk hluboké, mystické krasy,
v némz je shrnuto vSe, co nas povznasi i co nas ¢ini pokornymi“. Nevime, kdy prfesné a kde
k setkani doslo, ale vzhledem k pfitomnosti Bilkovy Zeny a podle poznamky o moznosti
spatfit Bilkovy prace je pravdépodobné, Ze Foerster navstivil Bilka v jeho prazské vile na
Hrad¢anech, dostavéné v roce 1911. Hned 2. ledna 1915 odpovédéla na Foersterdv dopis
Berta Bilkova. Odezvou je ziejmé i nedatovany Bilk(v dopis zacdinajici slovy: ,Mily Josifku,
kdyz jste od nas odesel, bylo vidéti na sténach, na pracech i na nas jakoby nas nékdo mily
pohladil.“ Po této vyméné dopisl se pisatelé opét na delSi dobu odmiceli.

Koncem roku 1918 se Foerster s rodinou vratil z Vidné natrvalo zpét do vlasti, tentokrat
uz do samostatného Ceskoslovenska. Ve dvacatych letech oba umélci znovu obnovili pre-
ruseny pisemny kontakt. Jejich pratelstvi neovlivnil negativné ani Bilktv odklon od katolic-
ké cirkve a prestoupeni do Cirkve ceskoslovenské v roce 1921.%" Stale sledovali navzajem
svoji praci. V nedatovaném dopisu, napsaném po premiére Foersterovy opery Srdce, ktera
se uskutecnila 15. listopadu 1923, komentuje Bilek sv(ij zaZitek z provedeni a vyjadfuje
rozhoréeni nad surovosti kritiky vici tomuto Foersterovu dilu:

FrantiSek Bilek Josefu Bohuslavu Foersterovi, nedatovano [mezi 15. a 21. 11. 1923]

Véazeny a mily priteli,

surovy posudek v ,Ndrodnich“ o ,,Srdci“ nuti mne Vam Tici, ze jsem na ,,Srdci“ byl, a jak
casta slza v oku prozradila, jak Vase prace je mi mila. Netajil jsem se, ze mi Sla az hlava kolem
nad Vasim uménim, kdyz v piredposlednim jedndni uslysel jsem v instrumentaci tepot srdce, jeho
maldtnost, jeho ,vynechévani“, jeho vzpruzeni, nadéje srdce, vzpominky srdce na matku a na
milenku - - Bud’ Vase prace, bud Vase srdce - za vSe pozehnano!!

Myslel jsem, e Vas uvidim ve schiizi akademie. Sli bychom kousek spolu jak oby¢ejné a povi-
dali bychom si o tom, ¢im je nase srdce plno. Jisté bych se Vas byl optal: - co déld konservatoi?
Vy byste byl asi rekl: Nedostali jsme ostrova; neni penéz na stavbu a p[od]. Sdm vSak nevim o tom
naprosto ni¢eho; ba ani nevim, kde uvizly mé plany.

Pozdravuji Vas oddané a uctivé - s velkym uzndnim za Vase ,,Srdce*.

Frantisek Bilek

26) NM-CMH, inv. €. G 3462.

27) Rok prestoupeni F. Bilka a jeho rodiny do Cirkve Ceskoslovenské je v literatufe udavan rizné, uvadim podle
JINDRA, Martin: FrantiSek Bilek a jeho rodina v Cirkvi ¢eskoslovenské, in: Vira a umeéni FrantisSka Bilka, op. cit.
v pozn. €. 3, s. 35-76.
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Foerster reagoval nasledujicim dopisem:

Josef Bohuslav Foerster FrantiSku Bilkovi, Praha, 21. 11. 192328

Drahy Frantisku,

Va3 dnesni dopis dotkl se mne hluboce. Védomi, Ze jste byl v divadle pritomen premiéie ,Srd-
ce“ je samo jiz oblazujici, jelikoz mi tak krasné dokazuje V43 prratelsky zdjem na mé praci. Lec¢ co
Jste psal o Svém dojmu z mé hudby, povédélo mi, jak hluboko Jste pochopil a jak plné vycitil, o¢
jsem se snazil. Co jsou kritiky! Slatanina predem proti mné zaujatych strannika; ale Vase slova
a Vas dojem, dojem duse umélecké a tak jedine¢né sensitivni, reagujici i na chudy naznak a jemny
zachveév citovy, vazi mné nade vse.

Odmeén Vam dobrotivy Btih Vasi oddanost. Co se tkne projektti Vasich, jez jsem loni vital pln
radosti a touzebného oc¢ekavani, az vejde ve skutek Vas luzny sen a iichvatné krasny plan, nevim
dnes ni¢eho. Novy rektor mohl by nas informovati, a¢-li o véem tom viibec vi. Ja prosim jen, abys-
te dobrotivé omluvil beztaktnost, jez se Vas musela bolestné dotknouti, ze ztstal Jste dosud bez
odpovedi.

Piiteli drahy, je to smutné u nas. Clovék napise operu a druhy den po premiéie aby se stydél
vyjiti na ulici. Dva roky pracujete a ctyricet let slouzite svému uméni, a tu prijde houf lidi nej-
rtznéjsiho povolani a polije Vas za poctivé dilo blatem. Lec¢ vim: dilo ztistane a kritické povidani
nikoliv. I vtom zjedndva spravedlnost Bozi rovnovahu!

Do schtizi Akademie nechodil jsem nikdy rad, vldidne i tam namnoze pycha, posledni dobou
ale choditi nemohu, jelikoz mam v tu dobu povinnost.

Poruc¢te mne, drahy Frantisku, srde¢né milostivé pani a polibte za mne své détic¢ky, saim bud'te
objat vzdy Vasim

Foersterem

V obou citovanych dopisech je obsaZena pozoruhodna informace, tykajici se Bilkovych
pland na stavbu budovy konzervatore. Jindfich Vybiral jmenuje ve svém prehledu Bilko-
vych architektonickych praci navrh hudebni konzervatore jako ,posledni z jeho velkych
architektonickych vizi“. Podle Bilkova projektu méla stat budova konzervatore s pfirodnim
amfiteatrem a pomnikem Bedficha Smetany na Slovanském ostrové jako proté€jSek k za-
myslené Moderni galerii na Kampé. Vybiral klade navrh do roku 1927. AvSak na zakladé
Foersterova dopisu z listopadu 1923 a v ném jeho poznamky, Ze Bilkovy projekty radostné
uvital ,loni“, je moZno dobu rozpracovani projektu posunout zpét v ¢ase az do roku 1922.
Projekt bohuzel nebyl realizovan a ,Bilkovy plany se ztratily“.2°

Dopis z 8. prosince 1929,%° v némz Foerster navrhuje dobu svych navstév v Bilkové

ateliéru, se tyka prace na skladatelové portrétu. Bustu J. B. Foerstera dokonéil Bilek
v nasledujicim roce. 3!

28) NM-CMH, inv. &. G 3464.

29) Srov. VYBIRAL, Jindfich: Obnova architektury v dile Frantika Bilka, in: FrantiSek Bilek (1872-1942), op. cit.
v pozn. €. 6, s. 282.

30) NM-CMH, inv. &. G 3465.

31) Bilkova drevorezba busty J. B. Foerstera z roku 1930 je spolu se sadrovou skicou uloZena ve sbirkach Gale-
rie hlavniho mésta Prahy, inv. ¢. P-435.

Musicalia 1-2 / 2014 B 83



Jana Fojtikova

V mezivaleCném obdobi naleZeli oba
umélci k prednim reprezentantim ceské
kultury. Necely rok po Foersterové navra-
tu do Prahy byla 1. fijna 1919 zaloZena
Foersterova spole¢nost s cilem prosazo-
vat soudobou ¢eskou hudbu, predevsim
dilo J. B. Foerstera. Foerster plsobil na
mistrovské Skole pfi Statni konzervato-
fi, tfikrat byl zvolen rektorem konzerva-
tore. Prednasel na Karlové univerzité,
kterd mu k sedmdesatinam v roce 1929
udélila Cestny doktorat. Byl jednim ze
| zakladatelll Ochranného sdruzeni autor-
| ského Ceskoslovenskych skladateld, spi-
sovatelll a nakladatel( hudebnich (dnes-
ni Ochranny svaz autorsky, OSA), v jehoz
Gele stal od roku 1920 az do osvobozeni
v roce 1945.

Foerster i Bilek byli ¢leny IV. odboru
Ceské akademie véd a uméni, sdruZu-
jiciho spisovatele, vytvarniky a hudebni

| skladatele. V letech 1924-1929 zasta-
| val Bilek funkci predsedy vytvarného od-
( boru. Foerster byl v tomto obdobi pred-

Josef Bohuslav Foerster sedou hudebniho odboru (1924-1932)
Fotografie, 30. Iéta 20. stoleti / Photograph, 1930s a od roku 1927 do fijna 1931 predsedou
NM-CMH, €. pr../ Acquisition no. 46/98 IV. tfidy. 5. 5. 1931 se Foersterovi dosta-

lo vysoké pocty zvolenim do funkce pre-
zidenta Ceské akademie véd a uméni. Po opakované volbé setrval v tomto Gfadu aZ do
zacatku roku 1939.32 Déni v Akademii komentuje i fada Foersterovych a Bilkovych dopisu.
Na dopisnim papiru s hlavickou ,President Ceské akademie véd a uméni“ ujistuje Foerster
Bilka, Ze se vynasnazi, aby pfi udileni Katzovy ceny®® ,bylo vzpomenuto“ Bilkova dila:

Josef Bohuslav Foerster FrantiSku Bilkovi, 13. 10. 19313

Mileny priteli,

srde¢né dékuji za Vas dnedni mily list, ktery mne, zZel, nepotésil, jak bych si byl pral. Nejste do-
sud zdrav a choroba se tak dlouho vlece! Prijimate ji pokorné z rukou Bozich a proto muazete byti
kliden: ,veéricim v$e vychazi v dobré«.

32) Srov. SLECHTOVA, Alena - LEVORA, Josef: Clenové Ceské akademie véd a uméni 1890-1952, Academia,
Praha 2004 (2. vydani), s. 40, 75-76.

33) JUDr. Leopold Katz (1854-1927), rodak z Jistebnice a nalezce Jistebnického kancionalu, podporovatel
Ceské akademie véd a uméni. F. Bilek ziskal Katzovu cenu az v roce 1937 za dilo Budouci dobyvatelé.

34) NM-CMH, inv. &. G 3472.
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Pokud se tyce ceny Katzovy, pri¢inim se, aby bylo vzpomenuto Vaseho dila, jen prosim udejte
mi nékterou préci z poslednich tii let, jelikoz dle stanov miize byti cena zaddna jen dilu v té dobé
vytvorenému, a nikoliv zivotni praci.

Dobré milostpani, jez Vdm byla a jest andélem opatrovnikem, libdm ruce. Vs, drahy priteli,
pozdravuji viele, a pireji z celé duse, abyste nabyl co nejdrive Svych sil a pevného zdravi.

Vzdy zcela V43
Foerster

15/X 51

Na pohlednici s fotografii Bilkova sousosi Tvirce a jeho sestra Bolest odpovida Bilek na
Foerstertv (nedochovany) pozdrav z LuZzan a vzpomina na svoji davnou navstévu tohoto
mista. Nedatované sdéleni je mozno ¢asové zaradit diky zmince o slavnostnim odhaleni
Bilkova sousoSi na hrobu Otokara Breziny v Jaroméricich nad Rokytnou, které se konalo
11.9.1932:

oo

Frantisek Bilek Josefu Bohuslavu Foersterovi, nedatovano [zacatek zafi 1932]

Vazeny priteli,

byl jsem mile dojat Vasim pozdravem z Luzan. Pirdl jsem Vadm onen pobyt v L[uzanech] ze
srdce. Doufam, ze Vam i milostivé pani byl prijemnym!? Tam jsem navstivil uz churavého Zeyera.
S p. Hlavkou jsme parkem prochézeli. Nevim, zda dosud jest to v onom nékdejsim poradku?

Hle, kousek sousosi z pritelova hrobu z Jaroméric: ,/Tviirce a jeho sestra bolest, ktery za tyden
odhaluji. Nejedu k slavnosti; neni se mnou jesté zadné cestovani. A pak ona strava, kde ja musim
se dosud chranit jako ve skleniku, a na re¢néni také dosud nejsem; protoze - pres to, Ze nemoc
jest za mnou, pirec se vyskytuji ¢asem nasledky. Jsou mensi a mensi; ale prece jsou.

Také se chci uz ucastniti prace v akademii. Jsem zvédav, jak se akademie zachovda k mému
60tileti.

Pozdrav opétujeme vroucné! A na shledanou v ijnu se tési - Frantisek -

Z tricatych let pochazi nejvice dopisu, ale je to jiz korespondence vétSinou strucna,
vécna, spiSe oficialnino a spolec¢enského razu - novoroéni prani, gratulace k Zivotnim
jubileim nebo naopak kondolence k Gmrti blizkych. Casté jsou i zminky o nemocech,
kterymi trpél jak Foerster, tak i Bilek. Pisemny styk byl v té dobé jiZz nahrazen ¢astéjSim
osobnim setkavanim obou umélcl i jejich rodin, jak ukazuje Foerster(v dopis, v némz
Bilkovi dékuje ,za prekrasnou praci“ [ex libris]:

Josef Bohuslav Foerster FrantiSku Bilkovi, 9. 5. 19323°

Milovany priteli,

chtél jsem dnes prijiti k Vam, abych vroucné dékoval Vdm i milostivé pani, ale zdrzeli mne
v Akademii, a ted’ jiz je pozdé. Ale piijdu bohda brzy. Zatim tisknu Vasi ruku za pirekrasnou préaci,

35) NM-CMH, inv. &. G 3476.
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jiz jste mne tolik vyznamenal. Véite, raduji se z toho nového dtikazu Vasi lasky upirimné. A piredobré
milostpani, jez se obtézovala do Akademie i k ndm, rovnéz tisickrate dékuji. Jak rad byl bych pii-
jal Vas darek z jeji vzdcné ruky. Donesu Stocek do tiskdrny, a az budu miti otisky, dovolite, abych
se Vam pochlubil. Zvédeél jsem s radosti, ze se stédle vice zotavujete a preji, aby Pan Biih dal VAm
pevného zdravi a novych sil k radostnému dilu.
Moje pani velmi litovala, Ze milostpani neuvidéla, vyiizuji od ni srde¢né pozdravy a vzkazy.
V starém pratelstvi a celé oddanosti vzdy Vas
Foerster

9/V 52

Spolu s novorocnim pranim ze 7. ledna 1937 dékuje Foerster Bilkovi za svoleni k pou-
Ziti jeho ,prekrasnych drevorytl k vyzdobé libreta ,Blouda’ “ a dodava: ,T€Sim se z toho
upfimné, Ze se spojily nase duse k ucténi Bozimu.“3® Nebylo to naposledy, kdy se uméni
obou spojilo v jednom dile. Kresbami Frantiska Bilka je ilustrovano i vydani Foersterova
pisfiového cyklu Cisté jitro, op. 107, nazvaného podle Gvodni pisné na basef Otokara Bfe-
ziny ze sbirky Ruce.>”

Dne 6. ledna 1940 posila Bilek Foersterovi blahoprani k 80. narozeninam a vzpomina
pfitom na jeho davné navstévy v Chynové: ,Vzdyt vSude i zde v Chynové Jste oslavil svoji
vzacnou pritomnosti diim, pracovnu i kraj mdj rodny. A ja sdm se mohl tésiti Vasi prizni
a pratelstvim.“ Je to Bilkllv posledni dopis, pak jiz nasleduje jen pohlednice z I1éta 1940

Frantisek Bilek Josefu Bohuslavu Foersterovi, Chynov, 4. 7. 1940
V Chynové, 4. 7. 40

Vite - mily J. -, pamatujete, jak to bylo tehdy v Chynoveé? DusSe nestdrne, ¢asu a prostoru neznd!
Jen by stacilo jednou si vSe zopakovat a do véc¢nosti prenést! Uvitdme Vds radi! Ach - tak radi!!
FRANTISEK®

Timto sdélenim se vzajemna korespondence Josefa Bohuslava Foerstera a FrantiSka
Bilka uzavrela. 13. fijna 1941 FrantiSek Bilek umira. Nasledujiciho dne posila Foerster
kondolenci Bilkové zené:

Josef Bohuslav Foerster Berté Bilkové, Praha, 14. 10. 1941°°
Draha milostiva pani,

minuly patek sesli jsme se s manzely Tarabovymi, mnoho jsme vzpominali na Chynov... Vy-
praveli, jak bylo krdsné u Vas, jak zijete v ldsce a krase jako na ostrové blazenych, unikli ruchu

36) Foersterovo vlastni libreto k opefe Bloud, op. 158, vydal J. A. Verner v edici Zivot a sen, Praha 1936.

37) O nové vydani Foersterova pisfiového cyklu Cisté jitro, op. 107, s kresbami F. Bilka se zaslouZila Hudebni
matice Umélecké besedy, Praha 1943 (2. vydani).

38) Bilek se podepsal svym specifickym stylizovanym pismem, spolupodepsani jsou Berta Bilkova, Berta Mildo-
va a manZelé Bohuslav a Milada Tarabovi. Adresa, lokace a datace jsou napsany rukou B. Taraby.

39) NM-CMH, inv. &. G 3486.
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a shonu mésta. Na mém stole lezi dosud listek chynovsky podepsany Vami. A dnes hlasi noviny
prebolestnou zvést. Vim, Ze neni 1éku v slovech, ale chci Vas ujistiti, ze jsme s Vami, pani md i j4,
vtéch dnech navstiveni. Frantisek odesel k Tomu, jejz oslavoval po cely zivot svym dilem, k Tomu,
kterého vyznaval pired lidmi, pod jehoz prapor se hldsil. Vezme odménu svou. Zde ztlistanou po-
zehnané stopy jeho prace, jeho vrouciho srdce a vznesené duse, ktera nikdy nezapomnéla, ze
jsme ,zrozeni pro zitrek“. Bud'te ujisSténa se vdemi Svymi nasi srde¢nou tcasti.
Vzdy Vasi v oddaném pratelstvi J. B. Foerster a chot
V Praze 14/X 41

lll. Zavér

Korespondence Josefa Bohuslava Foerstera a FrantiSka Bilka dopliuje dosud znamy
obraz jejich Zivota a uméleckého plsobeni o zajimavé faktografické detaily. Jeji hlavni
cena ale spociva v tom, Ze umoznuje v dlouhém ¢asovém Useku nahlédnout do duchov-
niho svéta obou tvlrcl a podnécuje k zamysleni nad paralelami v jejich Zivotech i tvorbé
- jsou prikladem umélc(, u nichz je oboji v absolutnim souladu. Dopisy dokladaji dlouho-
doby pratelsky vztah dvou velkych osobnosti ¢eské kultury, ktery nebyl dosud odbornou
literaturou reflektovan.

Foersterova a Bilkova korespondence je souc¢asné pripomenutim, jak mimoradné cen-
nym pramenem poznani je nepochybné korespondence Josefa Bohuslava Foerstera jako
celek. Zatim z ni byl publikovan jen nepatrny zlomek. A tak, ukryta v archivnich a muzej-
nich depozitafich, zlistava stalou vyzvou pro badatele a editory.

Dopisy Josefa Bohuslava Foerstera (JBF) FrantiSku Bilkovi (FB) a Berté Bilkoveé-
-Neéasové (BB) ve fondu nenotovych archivalii NM-CMH, inv. é. G 3453 - G 3486

s. |. - sine loco, bez uvedeni mista vzniku

JBF: FB | s. 1., [18997] 1 list, popsany 2 strany G 3453
JBF: FB | Hamburk, 6. 10. 1899 2 dvojlisty, popsano 7 stran G 3454
JBF: FB | [Hamburk], 16. 9. 1900 1 dvojlist, popsany 3 strany G 3455
JBF: FB | Hamburk, 2. 4. 1900 1 dvojlist, popsany 4 strany G 3456
JBF: FB | Hamburk, 3. 5. 1900 1 dvojlist, popsany 4 strany G 3457
JBF: FB | Hamburk, 7. 9. 1900 1 dvojlist, popsény 4 strany G 3458
JBF: FB | Hamburk, 2. 5. 1901 1 dvojlist, popséany 4 strany G 3459
JBF: FB | Hamburk, 23. 11. 1901 1 dvojlist, popsany 4 strany G 3460
JBF: FB | Viden, 12. 12. 1907 1 dvojlist, popsany 3 strany G 3461
JBF: FB | Viden, 25. 12. 1914 1 dvojlist, popsany 3 strany G 3462
JBF: FB | Praha, 23. 10. 1922 1 dvojlist, popsana 1 strana, hlavickovy papir ,Statni | G 3463

konservatof hudebni a dramaticka v Praze Il., Na Slo-

vanech”
JBF: FB | Praha, 21. 11. 1923 1 list, popsany 2 strany G 3464
JBF: FB | [Praha], 8. 12. 1929 1 list, popsana 1 strana G 3465
JBF: FB | [Praha], 2. 2. 1930 1 list, popsana 1 strana G 3466
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JBF: FB | [Praha], 26. 10. 1930 1 list, popséana 1 strana G 3467

JBF: FB | [Praha], 5. 11. 1930 1 list, popsana 1 strana G 3468

JBF: FB | [Praha], 22. 1. 1931 1 list, popsana 1 strana G 3469

JBF: FB | [Praha], 30. 1. 1931 1 list, popsana 1 strana G 3470

JBF: FB | [Praha], 1. 10. 1931 1 dvojlist, popsany 2 strany G 3471

JBF: FB | [Praha], 13. 10. 1931 1 list, popséany 2 strany, hlavickovy papir ,President Ces- | G 3472
ké akademie véd a uméni.”

JBF: FB | [Praha], 19. 10. 1931 1 dvojlist, popsany 3 strany G 3473

JBF: FB | [Praha], 15. 12. 1931 1 list, popséany 2 strany, hlavickovy papir ,President Ces- | G 3474
ké akademie véd a umeéni.”

JBF: FB | [Praha], 12. 4. 1932 1 dvojlist, popsany 2 strany G 3475

JBF: FB | [Praha], 9. 5. 1932 1 dvojlist, popsany 3 strany G 3476

JBF: FB | [Praha], 7. 1. 1935 1 dvojlist, popséany 2 strany G 3477

JBF: FB | Praha, 5. 11. 1932 1 list, strojopis 1 strana, hlaviékovy papir ,Ceska akade- | G 3478
mie véd a uméni“

JBF: FB | [Praha], 23. 4. 1936 1 dvojlist, popsany 3 strany G 3479

JBF: FB | [Praha], 7. 1. 1937 1 dvojlist, popsany 3 strany G 3480

JBF: FB | Prestice, 7. 1. 1937 1 dvojlist, popsany 2 strany G 3481

JBF: FB | [Praha], 16. 11. 1937 1 list, popsana 1 strana G 3482

JBF: FB | [Praha], 22. 12. 1937 1 list, popsana 1 strana, hlavickovy papir ,President | G 3483
Ceské akademie véd a uméni“

JBF: FB | [Praha, po 28. 10. 1931] 1 list, popséany 2 strany, hlavickovy papir ,President Ces- | G 3484
ké akademie véd a uméni.”

JBF: FB | Praha, 19. 10. 1931 1 list, strojopis, 1 strana, hlavickovy papir ,Ceska aka- | G 3485
demie véd a uméni*

Dopis Josefa Bohuslava Foerstera (JBF) Berté Bilkové-Necasové (BB)
| JBF: BB | Praha, 14. 10. 1041 | 11ist, popsany 2 strany | G3486 |

Dopisy FrantiSka Bilka (FB) a Berty Bilkové-Necasové (BB) Josefu Bohuslavu
Foersterovi (JBF) uloZené v pozustalosti J. B. Foerstera, bez inv. €.

s. |. - sine loco, bez uvedeni mista vzniku

FB: JBF | Chynov, [podzim 18997] 1 dvojlist, popsany 4 strany, v zahlavi fotografie Bilkova domu
v Chynové

FB: JBF | Chynov, [30. 4. 1900] 1 dvojlist, popsany 4 strany

FB: JBF | s.l., [prosinec 19007?] 1 dvojlist, popsany 3 strany

FB: JBF | Chynov, 21. 11. 1901 1 list, popsana 1 strana

FB: JBF | Smichov u Prahy, 6. 3. 1905 | 1 dvojlist, popsany 3 strany, obalka, na 1. strané kresba F. Bilka
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FB: JBF | s. ., [po 12.12.1907]%° 1 dvojlist, popsana 1 strana
FB: JBF | s. ., [prelom let 1914 1 dvojlist, popsana 1 strana
a 19157]
FB: JBF | s. I, 28.10. 1922 1 list, popsana 1 strana, v zahlavi drevoryt F. Bilka
FB: JBF | s. I, [mezi 15.a21. 11. 1 dvojlist, popsany 3 strany, v zahlavi dievoryt F. Bilka
1923]4

FB: JBF | s.|.,[19257]*? pohlednice s litografii podle kresby H. Boettingera, popsana
1 strana

FB: JBF | s. ., [20. Iéta 20. stoleti]*® pohlednice s kresbou F. Bilka, popsana 1 strana

FB: JBF | s.l,28.10.1931 1 list, popsana 1 strana

FB:JBF |s.l,4.12.1931 1 list, popsana 1 strana

FB: JBF | Praha, 6.5. 1932 1 list, popsana 1 strana

FB: JBF | s. ., [zacatek zafi 1932] pohlednice s fotografii nahrobku O. Bfeziny Tvirce a jeho sestra
bolest, popsana 1 strana

FB:JBF | s.l,31.12.1934 1 list, popsana 1 strana

FB: JBF | Praha, 11. 4. 1936 1 list, popsana 1 strana

FB: JBF | Praha, 10. 1. 1937 1 list, popsana 1 strana

FB: JBF | Praha, 21. 10. 1937 1 list, popsana 1 strana, obalka

FB: JBF | Praha, 23. 12. 1937 1 list, popsana 1 strana

FB: JBF | s. 1., [30. léta 20. stoleti] karticka pohlednicového formatu, popsana 1 strana, vedle textu
vlevo drevoryt F. Bilka,** rubova strana prazdna

FB: JBF | Chynov, 6. 1. 1940 1 list, popsana 1 strana

FB: JBF | Chynov, 4. 7. 1940 pohlednice s fotografii Chynova, popsana 1 strana

Dopisy Berty Bilkové (BB) Josefu Bohuslavu Foersterovi (JBF)

BB:JBF |s.l,2.1.1915 2 listy, popsana 1 strana
BB: JBF | s.l., 27.1.1942 1 list, popsany 2 strany
BB: JBF | s. 1., 28.12.1950 1 list, popsana 1 strana

40) Odpovéd na FoersterGv dopis z 12. 12. 1907, NM-CMH, inv. &. G 3461.
41) Psano mezi datem premiéry opery Srdce 15. 11. 1923 a Foersterovou odpovédi z 21. 11. 1923.
42) Vroceni podle jen ¢astecné Citelného razitka.

43) Na pohlednici vytidtén text: ,FRANTISEK BILEK - OBRODNEMU HNUTI CESKOSLOVENSKYCH MLADYCH
ZEN.“ Hnuti bylo odnoZi YWCA (Young Women'’s Christian Association), v Ceskoslovensku zaloZeno v roce 1921.

44) Za uréeni grafickych technik dékuji Evé Paulové.
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Previously Unknown
Correspondence between
Joset Bohuslav Foerster
and Frantisek Bilek

JANA FOJTIKOVA

he composer Josef Bohuslav Foerster (1859-1951) and the versatile visual artist

FrantiSek Bilek (1872-1941) maintained cordial relations for more than forty years.
Their mutual correspondence between 1899 and 1941 kept at the National Museum -
Czech Museum of Music bears witness to that friendship. The following study, the focal
point of which is a chronologically ordered edition of selected letters with commentary,
provides detailed information about this previously unknown set of source material and
about the two artists. Thanks to the correspondence, we learn new biographical details
and we have the opportunity of examining over a wide time span the spiritual world of two
important figures of Czech culture that had its foundations in a deeply felt Christian faith.

Josef Bohuslav Foerster - FrantiSek Bilek - correspondence - estate - Czech Museum of
Music - Czech Academy of Science and the Arts - Chynov

I. Josef Bohuslav Foerster and Frantisek Bilek

Josef Bohuslav Foerster (1859-1951) occupied himself with a wealth of activity
as a composer, pedagogue, and music critic, and he later assumed duties connected
with his leadership of important cultural institutions. Despite having been very busy as
a professional musician, however, Foerster did not allow his other artistic talents to lie
fallow - he was a gifted writer and was exceptionally talented as a visual artist. Besides his
legacy as a composer, he also left behind a large number of paintings.*t While he had not
received any professional instruction, he knew most of the leading Czech painters of his

This work was financially supported by Ministry of Culture of the Czech Republic (DKRVO 2014/44, National
Museum, 00023272). We owe a debt of thanks to the Prague City Gallery for providing iconographic materials
relating to FrantiSek Bilek.

1) A list of paintings by J. B. Foerster was published by KUDRNA, Miroslav: Josef Bohuslav Foerster. Slyset
obrazy. Malitské dilo. Uvahy nad kronikou Zivota skladatele - vytvarnika (Josef Bohuslav Foerster, To Hear Pictures.
Paintings. Consideration of the Chronicle of the Life of a Composer-Visual Artist), Studie Narodohospodarského
Ustavu Josefa Hlavky (Josef Hlavka National Economics Institute), No. 3/2012, Prague 2012. Concerning the legacy
of visual artworks by J. B. Foerster, see FOJTIKOVA, Jana: Pozlistalost Josefa Bohuslava Foerstra (Materials from the
Estate of Josef Bohuslav Foerster), Musicalia, Vol. 2, 2010, No. 1-2, pp. 13-16 (English version pp. 31-34).
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time personally, he visited their studios,
and he taught himself by observing their
work.?

In 1899, FrantiSek Bilek (1872-1941)
joined the circle of Foerster’'s friends
among the ranks of visual artists.
Foerster and Bilek first met that year, but
they undoubtedly had known about each
other much earlier. Foerster's younger
brother Viktor, a classmate of Bilek at the
Academy of Fine Arts, played the role of
an intermediary when both he and Bilek
were receiving instruction in the studio
of Prof. Maxmilian Pirner.® Foerster said
he had learned about Bilek from stories
told by his brother, and there is no reason
to doubt that information was travelling
along the same route in the opposite
direction. When the eighteen-year-old
Bilek received a stipendium in the autumn
of 1890 from a patron, Baron Adalbert
von Lanna, and departed for Paris at
the beginning of the following year
accompanied by Zdenka Braunerova, Josef Bohuslav Foerster
he was exchanging letters with Viktor thografie / Photograph, Schiestl & Wolf, Baden bei

. . Wien, ca. 1910
Foerster. Their correspondence continued  NM-EMH, &. pf. / Acquisition no. 46/98
even when Bilek was forced to end his
stay in Paris prematurely after the stipendium committee brusquely rejected his works
(including the sculptures Golgotha and Orba je nasi viny trest [Plowing is Punishment for
Our Guilt]) and took away the remainder of his stipendium. In the autumn of 1892,

2) See FOERSTER, Josef Bohuslav: Cesti vytvarnici (Czech Visual Artists), in: Poutnik (The Pilgrim), L. Mazag,
Prague 1942, pp. 286-289.

3) Viktor Foerster (1867-1915) is a noteworthy figure of the Czech visual arts, although he has nearly been
forgotten today; most of his paintings were on religious themes, but his greatest contribution was the renewal
of the art of mosaic making in this country. A noteworthy study about Viktor Foerster has been published by
HEMELIK, Martin: ,Jsem nijaky, to snad ten pravy nézev, drahy Frantisku...“. Nékolik poznamek o vztahu Frantiska
Bilka a Viktora Foerstera a dile tohoto pozapomenutého tvirce (“I'm Nothing, That’s Probably the Right Word for
It, My Dear FrantiSek...”. A Few Comments on the Relationship between FrantiSek Bilek and Viktor Foerster
and the Works of that Nearly Forgotten Artist), in: Vira a uméni FrantiSka Bilka. Sbornik projevli pronesenych
na konferenci k 70. vyro¢i umrti umélce (6. 11. 1872 - 13. 10. 1941) (The Faith and Art of FrantiSek Bilek.
Proceedings of the Conference Held for the 70" Anniversary of the Death of the Artist, 6 Nov. 1871 - 13 Dec. 1941),
Prague 2012, pp. 89-119. A list of paintings and drawings from the estate of Viktor Foerster was compiled
by KUDRNA, Miroslav: Vytvarné dilo Viktora Foerstera (1867-1915) aneb Uméni cestou k nejvySSimu poslani
(The Artworks of Viktor Foerster [1867-1915] or Art as the Pathway to the Highest Calling), privately printed,
published by Hilar Myslik, Jihlava 2012.
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Bilek returned from Paris to his native
Chynov.* A year later he was conscripted
for a year of military service and sent to
Jindfich(lv Hradec. From the beginning,
Viktor Foerster tried to persuade influential
people of the art world to get Bilek
released from military service, but in vain.
At this time, Viktor Foerster was engaged
in travel and studies, but he still continued
his correspondence with Bilek.5 In 1896,
J. B. Foerster visited Julius Zeyer in Vodnany
at Viktor's suggestion, and he gave Zeyer
Bilek’s notes on religious ideas. Foerster’s
visit was thus a foreshadowing of Bilek’s
personal encounter with the poet, an event
which was of major importance for Bilek’s
further artistic development.®

During the latter half of the 1890s,
FrantiSek Bilek broke successfully onto the
Czech art scene. In 1896, reproductions

o of his artworks and his ideas on the arts
E;?:;::;I;,BSI:;II‘éta 20. stoleti / Photograph, 1930s began to appear in the Catholic Modernist
Galerie hlavniho mésta Prahy, bez signatury / Prague City ~ journal Novy Zivot (New Life) (1896-1907).7
Gallery, uncatalogued He participated at exhibitions of the

Krasoumna jednota (Fine Arts Union) and
of the Spolek vytvarnych umélci Manes (Manes Association for the Fine Arts), and he
was also represented by his works at the first exhibition of the Vienna Secessionists in
Vienna in 1898. Some of the critics viewed him as “quite peculiar, unprecedented in Czech
sculpture, and an extraordinary figure,”® or even “the most original of any Czech artist.”®

e

4) Chynov u Tabora.

5) See HEMELIK, op. cit. in footnote no. 3, pp. 94-96.

6) Cf. MRAZOVA, Marcela: Zivot a dilo FrantiSka Bilka. Chronologicky pfehled (The Life and Works of Frantisek
Bilek. A Chronological Overview), in: FrantiSek Bilek (1872-1941), ed. Hana Larvova, Galerie hlavniho mésj;a
Prahy (Prague City Gallery), Prague 2000, pp. 315-349, J. B. Foerster is mentioned on p. 317; also cf. HEMELIK,
op. cit. in footnote no. 3, p. 97.

7) Catholic Modernist is the name of a movement that was active from the mid 1890s through the first
decade of the 20th century. This was a movement of Catholic clergy who were active in literature, and who
were attempting to improve the quality of Czech Catholic literature and to bring it closer to contemporary literary
currents. FrantiSek Bilek became the main visual artist collaborating with the Catholic Modernist movement; he
published his works in the journal Novy Zivot during its entire period of existence (1896-1907).

8) MADL, Karel Boromejsky: Uméni véera a dnes. Pétadvacet vystav ,Ménesa“. Kronika deseti let 1898-1908
(Art Yesterday and Today. Twenty-Five Manes Exhibitions. A Chronicle of the Ten Years 1898-1908), Prague
1908, p. 13, quoted from MRAZOVA, op. cit. in footnote no. 6, p. 318.

9) BOU’SKA, Sigismund: Bilkiv dum (Bilek’s House), in: Novy Zivot IV (New Life 1V), 1899, p. 49, quoted from
MRAZOVA, op. cit. in footnote no. 6, p. 319.
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In 1898, Bilek had a house and studio
built in Chynov in accordance with his
own designs. In the years that followed,
Viktor Foerster made frequent visits
to Chynov. In the summer of 1899 he
worked in Bilek’s studio on a commission
for the Stations of the Cross for the
Church of St Bartholomew in Pelhfimov,
and it was then that FrantiSek Bilek also
came to know Josef Bohuslav Foerster
personally. By then, Foerster had already
been working in Hamburg for six years,
but he made regular visits to Bohemia,
especially during the summer months.
During Foerster’s first visit to Chynov,
a friendship was born that would last
for over forty years and would end only
with Bilek’s death. While the relations
between F. Bilek and other figures in his
milieu have already been studied from
many perspectives and documented by
published editions of correspondence,*®
his friendship with J. B. Foerster has  Dim Frantiska Bilka v Chynové / FrantiSek Bilek’s
escaped the attention of musicologists Eg;sg‘i;zec/hi':;‘t’ograph’ ca. 1900

and art historians until now. Galerie hlavniho mésta Prahy, bez signatury / Prague
City Gallery, uncatalogued

Il. Correspondence

The mutual correspondence exchanged by J. B. Foerster and F. Bilek is preserved in two
collections in the holdings of the National Museum - Czech Museum of Music (hereinafter
NM-CMH), and it attests to the close relations between the two artists over many years.

In the extensive collection of received correspondence in the estate of Josef Bohuslav
Foerster, among hundreds of letters written by various people, there are also eighteen
letters, four picture postcards, and one card in picture postcard format written to

10) Dopisy Otokara Breziny Ill. Frantisku Bilkovi (The Letters of Otokar Bfezina lll to FrantiSek Bilek), ed. Vilém
Necas, F. Borovy, Prague 1932; Basnik a sochar. Dopisy Julia Zeyera a FrantiSka Bilka z let 1896-1901 (Poet
and Sculptor. The Letters of Julius Zeyer and FrantiSek Bilek from the Years 1896-1901), ed. Josef R. Marek,
Za svobodu (Towards Freedom), Prague 1948; Sigismund Bouska FrantiSku Bilkovi (korespondence z let 1895-
1916) (Sigismund BouSka to FrantiSek Bilek - Correspondence from the Years 1895-1916), eds. Zuzana
Pokornd - Iva Janakova, Prague 1992; Korespondence Katolické moderny. Dopisy FrantisSka Bilka a Karla
Dostala Lutinova z let 1896-1923 (Correspondence of the Catholic Modernists. The Letters of FrantiSek Bilek
and Karel Dostal Lutinov from the Years 1896-1923), eds. St&pan Kohout - Pavel Marek - Oldfich Svozil,
Gloria, Rosice 2007; Cislo jednaci - laska. Vzajemna korespondence Jakuba Demla a Frantiska Bilka. Kniha |
1901-1906, Kniha Il 1912-1928 (Reference Number - Love. The Mutual Correspondence between Jakub Deml
and FrantiSek Bilek. Book | 1901-1906, Book Il 1912-1928), ed. lva Mrazkova, Dauphin, [Prague] 2012.
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Foerster by FrantiSek Bilek, and three letters from Bilek’s wife Berta Bilkova-Necasova.
Until recently, scholars were unaware of the existence of this correspondence, because
Foerster’s estate still has not been made generally available for study because of ongoing
systematic cataloguing.**

The counterpart to Bilek’s letters preserved in Foerster’s estate is kept in the archives
in the department for non-music material: a collection of thirty-three of Foerster’s letters
sent to FrantiSek Bilek and a letter dated 14 October 1941 offering condolences to Berta
Bilkova on the death of her husband. These letters come from the estate of FrantiSek
Bilek, and they had already been given to the former music history department of the
National Museum in 1964 by Bilek’s daughter Berta Mildova-Bilkova after the death of her
mother. Shortly thereafter, they were catalogued and thus made available for research,?
but these letters likewise have not been used until now for scholarly research.

In all probability, the beginnings of the correspondence between J. B. Foerster and
F. Bilek can be dated to 1899, which is also when the two artists first met in person. When
determining chronology, however, a certain caution is appropriate for two reasons. The
correspondence kept at the Czech Museum of Music is obviously incomplete - there are
references to situations to which we find no response. The fact that nearly half of Bilek’s
letters, mostly from the beginning of his written correspondence with Foerster, are undated
also creates something of a problem. Unfortunately, the letter from Foerster that seems
to be the oldest one preserved is undated, and in this case its exact dating would be
especially valuable. Hints indicating that the correspondence is incomplete can be found
in the very first sentence. Foerster mentions his earlier greeting and Bilek’s response to
it, but neither Foerster’s ‘greeting’ (might it have been just a verbal message?) nor the
response ‘sent’ by Bilek have been preserved in the museum’s holdings.*®

Josef Bohuslav Foerster to Frantisek Bilek, undated [1899?]*
Frantidek, My Dear Friend,
Your soul has spoken to me from the words you sent in answer to my greetings. Your soul has

been known to me from your works and your actions and from what my brother has told me, and
the image that I conceived of it was correct.

I have greeted you often in my innermost being, you, whom I did not know, and yet who was
my brother, for I knew very well of our kinship. You are too goodhearted to interpret my words as

11) Foerster’s estate is being catalogued chronologically under acquisition no. 46/98, systematic cataloguing
is now underway, and permanent inventory numbers (hereinafter inv. nos.) have not yet been assigned to the
material. For more details about the estate, see FOJTIKOVA, op. cit. in footnote no. 1, pp. 6-21 (English version
pp. 22-35).

12) These letters are catalogued chronologically under acquisition no. 76/64, then are systematically entered
as the consecutive series of NM-CMH, inv. nos. G 3453 - G 3486.

13) Note on the transcribing and translating of the correspondence: all of the selected letters have been trans-
cribed in their entirety. The original dividing of the text into lines has been altered. While grammatical peculiarities
have been maintained in the Czech originals, and significant departures from modern Czech spelling are indicated
by brackets in the Czech text, these are not generally represented in English. Punctuation has been altered in the
Czech and English texts to conform with modern rules, and minor errors have been corrected without comment.

14) NM-CMH, inv. no. G 3453.
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being immodest, and I am well aware that God has not given me a precious gift as great as that
given to you. But what he has given me, and may he be praised and glorified for it, is the ability to
grasp what others, His elect and those closer to Him, are declaring through their lives and work.

So I come to you, my dear FrantiSek, in brotherly love, and I embrace you in spirit, you who
are one of the Elect.

Lovingly yours, now and forever,

Josef

Letters from the first years of contact between Foerster and Bilek reveal the basis of
theirimmediate mutual sympathies and the foundations for their many years of friendship.
Their closeness was because of a deep spiritual affinity arising from religious feelings of
a similar character, which developed identically in both of them from early youth. They
were both brought up in strict Catholic families. From his childhood until his adolescence,
FrantiSek participated in worship services at the church in Chynov as an altar boy.'® As
the son of Josef Foerster (1833-1907), the choirmaster at the Church of St Adalbert
and a leading proponent of the Cecelian reform of church music, ‘little Josef’ also got an
early opportunity take in the evocative atmosphere of the church, the mystery of Catholic
ceremony, and the grandeur of church music.

From his early youth, Bilek experienced states of ecstasy and mystical trances, during
which he would see Christ and the Virgin Mary and would sense God’s presence.*®
His letters are full of passionate professing of love for God and witnessing to his own
intense perceiving of God’s existence. A turbulent, pathos-laden mode of expression is
characteristic of Bilek during this period - his correspondence with Julius Zeyer and Otokar
Brezina is of similar nature, as are his texts published in the journal Novy Zivot (Confiteor
umeéni, Za pravdou) and elsewhere.

The following letter was written on stationery with a photograph of Bilek’s house in
Chynov with its location printed underneath:

Frantisek Bilek to Josef Bohuslav Foerster, Chynov, undated [autumn 1899?]

[Printed:] In CHYNOV near Tébor, date [the word ‘date’ is printed, but the actual date was not
added |

Josef, my dear soul, when I read your priceless letter to me the day before yesterday, tears came
to my eyes to the point that I was moved to the very core; and I said to the Lord: You pour balsam
on my wounds that death has already caused, and with such a priceless, dear soul, that I shall
never be worthy of it.

15) See FORTOVA, Zlata: FrantiSek Bilek a hudba (Frantisek Bilek and Music), in: Vira a uméni FrantiSka Bilka
(The Faith and Art of FrantiSek Bilek), op. cit. in footnote no. 3, p. 77.

16) Concerning Bilek’'s experiencing of states of ecstasy during his stay in Paris, see MRAZOVA, op. cit. in
footnote no. 6, p. 316; also cf. LARVOVA, Hana: ,Zda-li kdo miZe chépat snahu Husovu Iépe...“ Jan Hus v dile
Frantiska Bilka (“Whether Anyone Can Bettern Understand Hus’s Attempt...”), in: Vira a uméni FrantiSka Bilka
(The Faith and Art of FrantiSek Bilek]), op. cit. in footnote no. 3, pp. 21-22.
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When they take a man’s wife, children, both of his parents, and all, all the he has, all that

he can call his ‘own’, none of that would equal the loss felt by one whom God has (even if only
seemingly) abandoned. And I have felt this so painfully that I have already seen myself die, even
wished to die, with tears of that love for Him that my eyes have been filled with in those moments
of suffering. My dear Josef, I would so wish to curl up on your faithful breast; and I would not
hide my tears in your presence; I would weep unashamed with love for Him. God is everything
to me, is all that lives within me, is that which maintains my love for His people, is everything to
me. You, my dear friend, understand what God is to me; or rather it is my tears that tell you this.

My dear Josef, the suffering at Golgotha was not so great as that in the garden on Mount
Olivet. And there was greater suffering still during the temptations in the desert. And perhaps the
suffering was even greater when in the beginning “the Word became flesh,” or even when “the
Word was with the Father before the world, and when the world was made for him.” After all,
right after “My God, why hast Thou forsaken me?” comes “It is finished.” If God were to abandon
me, [ would be lost, finished!

Our encounter! | have long been rejoicing in its radiance. But I live even more in anticipation
of a future encounter. When will that happen, and will there ever be time for it? I am playing
your songs with Viktor, so we might have you present with us. And I always keep hearing it all long
afterwards; and also “like when we carried her to the graveyard.” O my Josef, forgive me; my God,
forgive me as well, and let me die. Death is so full of life, and dying so full of joyous tears; and
heaven? There are no tears in heaven; they are unknown there. I tremble beneath the weight of
everyday life, and all that the future has to offer me is mad laughter.

O my God, accept the tears overflowing from the source of love within me. My dear Josef,
I would wish to give myself entirely as a sacrifice with the last drop of strength of my soul for the
good of the people that I so love for God’s sake; but God has not yet accepted my sacrifice; to the
contrary, I tremble that he is leading, driving me with his love to a place where I feel so anxious,
where He is so far from me. My Josef, how I love you! These tears of mine belong to you, my good
and faithful soul.

Although Foerster expresses himself with greater moderation, it is obvious from the very
beginning that Bilek had found in him an extraordinarily understanding person. Foerster’s
letter of October 1899 reflects deep impressions from his first encounter with Bilek.X” He
starkly contrasts his experiences in Chynov with a description of his life in Hamburg, which
he felt to be joyless:

Josef Bohuslav Foerster to FrantiSek Bilek, Hamburg, 6 October 18998
Hamburg, 6 Oct. ’99
My Dear Frantisek,

How have you probably interpreted my long silence? My seeming ingratitude? I beg only that
it not be with indifference. Anything else would more probably be the truth. But I want you to see
into me deeply and not to have to seek out the causes yourself. Please know this: the impression

17) Foerster told of his first visit to Chynov in the chapter titled V Chynové (In Chynov), in: Poutnik v ciziné
(A Pilgrim Abroad), Orbis, Prague 1947, pp. 106-108.

18) NM-CMH, inv. no. G 3454,
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my visit to Chynov made on me and awakened in me was so powerful, so strong and unusual,
that in order to experience it all, [ have had to wait until the present day, when I am working and
returning to the duties that secure my existence.

I had to return from that unearthly rapture to the soil I am plowing, without even knowing
whether I am plowing a straight furrow or being convinced that I am pushing the plow across
fertile ground.

- How luckyyou are! Behold, the dream of a most beautiful life is your destiny. With the sweetest
harmony in your soul, alone and strong, resting on the Holy Scriptures and drawing strength
from His strength, you capture your dreams, giving them the most widely varied of forms, you
capture your desires, your prayers: with words, with a pen, and with a chisel.

And so, being in the world and yet beyond it, with wings free like a bird rising up to the heavens,
you soar higher than a bird’s wings can carry it. And all the while, as the world and time continue
to pass by, the noise does not reach your hearing, which has escaped earthly things. For now, [ am
losing myself in an enormous city, in the hustle and bustle of merchants, among people who view
the arts as a luxury and understand them as nothing more than entertainment without higher
aims.

I’'m working surrounded by hustle and bustle, overcome by a machine. I give lessons in the
morning, then I make preparations in the afternoon, and during the season, I spend almost every
evening working on journalistic duties. I don’t get enough sleep, because 1 have to write late at
night after productive work, and exhausted, 1 stealthily sit down to work during the times when
other are resting, and I send my soul out in search of heavenly manna...

Oh, to be able one day to live as you do, only for my own work, only for my desire, only for
myself and through myself for others, for all! But those are vain dreams. In comparison with you,
my dear Frantisek, I am old, and my art will not bring sustenance to more than a handful of the
chosen...

What is it that I have brought back from Chynov? Envy, perhaps? The desire to live as you do?
Not at all. I took away a rare, deep impression that has remained in me as a recollection full
of inexpressible beauty. Like a pilgrim who has journeyed to see a miraculous icon, and who
now keeps its appearance in his mind and his heart, it is thus that I turn to you in my thoughts
not with envy, but with love. And I am driven by a desire to live as you do only in one sense: in a
purely human sense. I know where you have sought your great ideal, an ideal that is unattainable;
I know that I shall never reach such heights, but “where one’s strength is not enough, one’s will
is still praiseworthy.” And as I gather up those glimmering shards of will, I find, or it seems to me,
that life is all the more priceless for that will, which is insufficient for taking action.

That, my dear Frantisek, is the nature of my recollections of you and of those beautiful summer
days full of mysterious poetry and purity that I experienced in Chynov.
What more is there to tell you? Are you interested in my work? I don’t doubt it, but that must

wait until another time.

So now I will look forward to reading sometime a few words welling up from your soul. Perhaps
you will find the right moment, when you will desire to share your own impressions with me.
Perhaps you, too, will entrust to me what has remained in your recollection of our first meeting.

First meeting? No, no, I have known you, your spiritual image, and once I saw you with my own
eyes, | understood more clearly and fully. A genuine human being!
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And now, my dear Frantisek, be well and happy. A star has the lovely task of shining upon

thousands. Shine with a heavenly light.
I embrace you with respect and love.
I am ever yours and together with you

Foerster

In the summer of 1900, Foerster visited Bilek for the second time. In a letter from
early September, he recalls his first visit, when he found Bilek starting his work on
The Crucifixion, and then seeing the completed work a year later.® He also expresses
admiration for Bilek’s ability as a visionary, something that Foerster regards as beyond his
own reach:

Josef Bohuslav Foerster to FrantiSek Bilek, Hamburg, 7 September 1900%°

Hamburg 7 Sept. 1900

My Dear Frantisek,

Viktor wrote to tell me you are on your way home. You have suffered much in recent days, as
he has also reported to me. My dear Frantisek, it is our fate to suffer. There is a great mystery
in suffering, and it has always seemed to me that the only path leading to heaven is through

suffering. And with this awareness, with understanding of their purpose, tears of sorrow are
transformed into tears of joy, and we “boast of our wounds.”

Ah, how you must surely feel all of this just as I do; your soul immerses itself more deeply in
mystery than mine does, because | stand at the threshold, and I can only get a glimpse when the
hand of a chosen one raises the veil! And I thank your dear hands for this gift of mercy, and I am
writing these lines to you for the very purpose that you might read from them my most fervent
thanks! We have seen little of each other this year, but even that short time was enough to bring
to my mind those days last year when I first saw you and could enjoy myself with you. Standing
before your work back when it was just begun, then again this year now that it is finished, I have
breathed in the sanctity of your art workshop, and I departed from it with a deep impression in
my heart. Accept my heartfelt thanks for all of this, for these priceless gifts. And may the good
Lord continue to bless your life and work. And may it lead you to the illumination of inner peace,
which would mean the greatest happiness that can be attained on this earth.

I remain forever yours. With love,

Foerster

Bilek’s love of music is mentioned in a few of the letters from that time. He played the
flute quite well. During the summers when Viktor Foerster, an excellent pianist and organist,
would visit Chynov, Bilek found in him a skilled partner for making music. Later, Viktor’s
place at the piano was taken by Bilek’s fiancée and then wife Berta. While the composer
J. B. Foerster had a lifelong love for the visual arts, the visual artist Bilek in turn loved music,

19) Bilek’'s famous wooden sculpture The Crucifixion (or The Crucifix) has been on display in the Cathedral
of St Vitus at Prague Castle since 1926.

20) NM-CMH, inv. no. G 3458.
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and he cultivated his musical talent regularly. In the letter cited below, written perhaps at
the end of 1900, Bilek writes: “You have spoken by sending your music to us. We will
enjoy playing it so much!” In Poutnik, Foerster mentions that he added to FrantiSek’s and
Viktor’s repertoire with his own composition for flute and organ, although he does not give
any more details. This may have been his Andante religioso in an arrangement for the
instruments in question found in a manuscript dated 7 December 1900.%*

Frantisek Bilek to Josef Bohuslav Foerster, undated [December 19007?]
Dear Josef,

You are my companion and friend who comes to mind only during the most sacred moments.
And when you come into my mind during difficult, unbearable periods, I become relaxed for
a moment, so | take a long, free breath for my next long journey to Golgotha.

Josef, my friend, hear me, or rather, be my “confidant”: I know I cannot and do not keep it
a secret - oh, how bombastic that sounds to the public - how dear the Lord God is to me! My
innermost being is consumed with living for Him, I have nothing, nothing in the world apart
from Him; and I fear nothing, no nothing except guilt against Him. I rejoice if He blows His
breath around me or towards me. And when He leads me and teaches me, and when he embraces
me lovingly, I nearly cry out in pain, because He, the Great One has such great arms, and when
he embraces me, a mere insect, I squeal. But I beg him for this pain. It rids me of evil and
temptation, it purifies me and give me strength to carry out His will, and this then gratifies me
in Truth. Oh! How suffering nourishes me! But - oh! - there is only one pain that eats at me,
only one pain that still lives within me, and that is guilt, sin against Him. And afterwards [?] I
am trembling there before Him and before that pain: I always fear that I shall die for Him. - But
even if [ were dying for him, I would still pray to Him (I am sure) with the greatest love!! - But He
knows this! I beg you, forgive me for writing this way, after all, you know this all very well. Forgive
me for dragging my and our bliss - Him - into my discourse with you: My wish has been that - “He
might be among us”!

You have spoken by sending your music to us. We will enjoy playing it so much! We have not
yet been able to play it, because I have not had the time; but I am looking forward to it sincerely.

I wish you and your dear wife good health and happiness during the Christmas holidays!
Anyway, what is happiness, really? Does it consist of nothing more than a person being satisfied
with himself? And you two really are so kind. May God therefore bless your happiness! My dear
Josef, I embrace you so ardently, so sincerely. O Josef mine, may God be forever with us all!

- O Lord, remain with us

The content of the letters from 1899 and 1900 consists primarily of spiritual meditation,
but here and there one finds information about personal or professional matters. In
early May 1901, Foerster rejoices over Bilek’s plans to marry.??2 That November, Bilek

21) See FOERSTER, Josef Bohuslav: V Chynové (In Chynov), in: Poutnik v ciziné (A Pilgrim Abroad), op. cit.
in footnote no. 17, p. 106. An arrangement of the composition Andante religioso for flute and organ was found
in the course of preparing a new catalogue of J. B. Foerster’s musical manuscripts contained in the composer’s
estate; see FOJTIKOVA, Jana: Josef Bohuslav Foerster. Svédectvi prament. Novy soupis hudebniho dila (Josef
Bohuslav Foerster. The Evidence of Sources. A New List of His Musical Works), Studie Narodohospodarského
Ustavu Josefa Hlavky (Studies of the Josef Hlavka National Economics Institute), Vol. 4/2012, Prague 2012.

22) NM-CMH, inv. no. G 3459.
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asks Foerster to try to persuade the executive director of the National Theatre Gustav
Schmoranz to hire him to work on sculptures of trigas on the building:

FrantiSek Bilek to Josef Bohuslav Foerster, Chynov, 21 Nov. 1901

Chynov, 21 Nov. 1901.

My dear Josef,

Today I am not being kind to you; today, among the usual lines of affection that I write you,
I am inserting a request; forgive me for it, I beg you! My future bride and I talk a great deal about
you, and she greatly admires you and your work. Each time we play the organ or the piano, we

have begun or ended with your music. And we look forward to having you visit us one day, and we
hope that you shall remain our friend.

I read recently in the papers that negotiations have begun with some artist on the making of
sculptures of “trigas” at the National Theatre. I recalled that the theatre’s executive director,
Mr. Schmoranz, is a friend of yours, who would at your behest use his persuasion, that the job
might be entrusted to me. There isn’t much work to be had; and when there is, those who are
closest by get it. If you would be so kind as to ask the director Mr. Schm|oranz] (and as soon as
possible) to recommend me by sending him a note of some kind, [ would be indebted to you.

Why must we struggle so over the scraps and bones that fall from the tables of others? Why
are we, the creative artists, always the ones with outstretched hands begging, when we are the
ones who bring the world royal gifts with our work? We give ourselves totally through our work,
even with that which is dearest within us; and yet we must stand by the roadside and beg that
a debased world might allow itself to be embraced by us, who are worthy. And we are both the
givers of royal gifts and the debased world! And once the world becomes so noble, and donors
become superfluous - “worthless” - we will no longer be begging with outstretched hands.

I embrace you so! I love you so much!

Frantisek

Foerster then replied that he had already sent a letter to the director Schmoranz,? but
his recommendation did not lead to the desired result, and Bilek did not get the job.

In 1903, Foerster moved from Hamburg to Vienna. Only three letters are preserved
from the years that follow: Bilek’'s message of congratulations dated 6 March 1905 for
the successful premiere of Foerster's orchestral suite Cyrano de Bergerac,?* Foerster's
condolences dated 12 December 1907 for the death of Bilek’'s father,?®> and Bilek’s
response to it, connected with reports about his family and New Year’s greetings:

Frantisek Bilek to Josef Bohuslav Foerster, undated [after 12 Dec. 1907]
Dear Josef, My Kind, Good Soul,

You sought me out with your kind words, that you might extend your hand to me as I plough
through the waters that a Higher Power has willed for me, now that our father has departed from
us to be with Him. I am grateful, my dear friend, that you have not forgotten me.

23) NM-CMH, inv. no. G 3460.
24) Foerster’s orchestral suite Cyrano de Bergerac, op. 55, was first performed on 3 March 1905.
25) NM-CMH, inv. no. G 3461.
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God’s will was in this case liberating, as it shortened the long suffering of the dear departed
as well as our suffering for him. And you know the restlessness of the surface of our waters; not
much time is given to reflect on the “plowing” one is fated to; the waves force you to save yourself
from drowning and drive you onwards towards the goal required of you.

Berta and I have been thinking of you and your dear wife; and Josef, we think especially about
your child. This year (19 April) we also got a baby boy - a little helper in my workshop. Each day
brings such sustaining hope!! And my daughter Berta is such a sweet little angel! My precious
wife and I are well, and as long as we have our health, it is easier for us to withstand the storms
and tempests on “our waters.” We welcome every new year with hope that it will bring relief, and
everyone has enough troubles. May your new year be grand and holy! That is our wish both for
you and your gracious wife.

Frantisek Bilek

Correspondence is missing for the next seven years. At the end of 1914, Foerster
visited the Bilek family, and in a letter written in Vienna during the Christmas holidays,?®
he thanks them both for a “gracious and kind reception.” He recollects about lovely times
when they were again together after having long been parted and about his impression
from Bilek’s works, in which he finds a “harmony of deep, mystical beauty that sums up all
that elevates us and humbles us.” We do not know exactly when and where their meeting
occurred, but in view of the presence of Bilek’s wife and the comment on the possibility
of seeing Bilek’s work, it is likely that Foerster visited Bilek at his Prague villa in Hradc¢any,
which was finished in 1911. Already on 2 January 1915, Berta Bilkova answered Foerster’s
letter. Bilek also apparently reacted to their meeting with an undated letter beginning with
the words: “Dear Josef, when you departed from us, it was visible on the wall, on my works,
and even on us, as if someone had sweetly caressed us.” After this exchange of letters, the
correspondents were silent for a long time.

At the end of 1918, Foerster and his family returned permanently from Vienna to their
homeland, which by then had become the independent country of Czechoslovakia. In the
1920s the two artists renewed their interrupted written contact. Their friendship was not
influenced negatively even by Bilek’s departure from the Roman Catholic Church and his
joining the Czechoslovak Hussite Church in 1921.%” They continued to follow each other’s
work. In an undated letter written after the premiere of Foerster’s opera The Heart (Srdce),
which took place on 15 November 1923, Bilek makes comments about his experience at the
performance, and he expresses his bitterness over the harsh criticism of Foerster’s opera:

Frantisek Bilek to Josef Bohuslav Foerster, undated [between 15 and 21 Nov. 1923]
My Dear, Beloved Friend,

The harsh criticism of “The Heart” in the newspaper “Narodni listy” compels me to tell you
that I was present at the performance of “The Heart”, and how the many tears in my eyes revealed

26) NM-CMH, inv. no. G 3462.

27) The literature gives various different dates for the conversion of F. Bilek and his family to the Czechoslovak
Hussite Church. | have given the date based on JINDRA, Martin: FrantiSek Bilek a jeho rodina v Cirkvi
ceskoslovenské (FrantiSek Bilek and His Family in the Czechoslovak Hussite Church), in: Vira a uméni FrantiSka
Bilka (The Faith and Art of FrantiSek Bilek), op. cit. in footnote no. 3, pp. 35-76.
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how dear your work is to me. I made no secret of how I was dazed by your artistry, when in the

next-to-last act I heard in the instrumentation the beating of a heart, its languor, the “skipping”
of heartbeats, its invigoration, the heart’s hope, the heart’s recollections of the mother and the
lover - - May your work and your heart be blessed - for all of this!!

I had expected that I would be seeing you at the meeting at the academy. We would have taken
a little walk together as usual and would have talked with each other about whatever was on our
hearts. I surely would have asked you: “what’s going on with the conservatory?” And you would
probably have said: “We didn’t get the island; there’s no money for construction” et [cetera]. But
I know absolutely nothing about all that; I don’t even know where my plans got off track.

I send you greetings with devotion and respect - with great admiration for your “Heart”.

Frantisek Bilek

Foerster reacted with the following letter:

Josef Bohuslav Foerster to Frantisek Bilek, Prague, 21 Nov. 19232
Dear Frantisek,

I was deeply moved today by your letter. The very knowledge that you were present at the
theatre for the premiere of “The Heart” is a blessing in itself, as it beautifully demonstrates to
me the friendly interest you take in my work. But what you have written about your impression
from my music tells me how deeply you have understood and how fully you have felt what I was
attempting to do. Who cares about reviews! The scribbling of a cabal prejudiced against me; but
your words and your impression, the impression of an artistic soul so uniquely sensitive reacting
even to just a hint and a gentle throb of feeling, that is worth more than anything to me.

May the Good Lord reward you for your devotion. As far as your projects are concerned,
I welcomed them joyously last year, full of eager anticipation that your enchanting dream and
strikingly beautiful plan might be brought to fruition, but today I know nothing more about it.
The new rector might be able to tell us something, if, that is, he even knows anything at all about
it. I only ask that you graciously excuse the tactlessness, which must have been painful for you, of
their having left you without an answer.

My dear friend, things are sad in this country. Someone writes an opera, then the next day
after the premiere, he’s embarrassed to go out on the street. You work for two years and you labor
at your craft for forty years, and then along comes a crowd of people of one profession or another
who denigrate you for doing your work honestly. Still, I know my music will endure, but the talk
of the critics will not. Even in this matter, God’s justice will restore balance!

I have never enjoyed going to meetings of the Academy because of the excessive egotism that is
the rule there, but recently I have been unable to attend because | have duties during that time.

Give my cordial greetings, my dear Frantisek, to your gracious wife, and kiss your children for
me. | embrace you, and I remain ever yours,

Foerster

Both cited letters contain noteworthy information concerning Bilek’'s plans for
construction of a building for the conservatory. In his overview of Bilek’s architectural

28) NM-CMH, inv. no. G 3464.
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work, Jindfich Vybiral calls Bilek’s plans for the conservatory of music, “the last of his
grand architectural visions.” According to Bilek’s plans, the building of the conservatory
with a natural amphitheatre and a monument to Bedfich Smetana was to have stood
on Slovansky ostrov (Slavonic Island, also called Zofin) as a counterpart to the planned
Gallery of Modern Art on Kampa Island. Vybiral dates the plans to the year 1927, but
on the basis of Foerster’s letter of November 1923 and his comments in it that he had
joyously welcomed Bilek’s plans “last year”, it is possible to move the date of the preparing
of the plans back in time to 1922. Unfortunately, the project was not realized, and “Bilek’s
plans were lost.”?°

A letter dated 8 December 1929,%° in which Foerster proposes times for his visits to
Bilek’s studio, concerns work on a portrait of the composer. Bilek completed a bust of
J. B. Foerster the following year. 3!

During the period between the two world wars, these two artists were among the
leading representatives of Czech culture. Just under a year after Foerster’'s return to
Prague on 1 October 1919, Foerster’s society was founded with the goal of promoting
contemporary Czech music, and in particular the music of J. B. Foerster. Foerster taught at
the “Master School” of the State Conservatory, and he was elected to the office of rector
of the conservatory three times. He gave lectures at Charles University, which conferred an
honorary doctorate on him for his seventieth birthday in 1929. He was one of the founders
of the Protection Association for Czechoslovak Composers, Authors, and Music Publishers
(today the Ochranny svaz autorsky, OSA - Copyright Protection Association), and he was
the director of the organization from 1920 until the liberation of Prague in 1945.

Foerster and Bilek were members of the Fourth Class of the Czech Academy of Science
and the Arts, an association of writers, visual artist, and composers. From 1924 until 1929,
Bilek held the position of chairman of the visual arts department. During that period,
Foerster was the chairman of the music committee (1924-1932) and from 1927 until
October 1931 the chairman of the Fourth Class. On 5 May 1931, Foerster was given the
high honor of election to the position of President of the Czech Academy of Science and
the Arts. He was elected to the office repeatedly and held it until early 1939.32 A number of
letters between Foerster and Bilek comment on events at the Academy. On stationery with
letterhead reading “President of the Czech Academy of Science and the Arts,” Foerster
assures Bilek that he will do his best to see that Bilek’s work would “be remembered”
when the Katz Prize was being awarded.

29) Cf. VYBIRAL, JindFich: Obnova architektury v dile Frantiska Bilka (The Renewal of Architecture in the Works
of FrantiSek Bilek), in: FrantiSek Bilek (1872-1942), op. cit. in footnote no. 6, p. 282.

30) NM-CMH, inv. no. G 3465.

31) Bilek’s wood carving of a bust of J. B. Foerster dated 1930 together with a plaster maquette are in the hol-
dings of the Prague City Gallery, inv. no. P-435.

32) Cf. SLECHTOVA, Alena - LEVORA, Josef: Clenové Ceské akademie véd a uméni 1890-1952 (Members of the
Czech Academy of Science and the Arts from 1890 to 1952), Academia, Prague 2004 (2" edition), pp. 40, 75-76.
33) JUDr. Leopold Katz (1854-1927), a native of Jistebnice and discoverer of the Jistebnice Cantional, was
a supporter of the Czech Academy of Science and the Arts. F. Bilek did not win the Katz Prize until 1937 for his
work Future Conquerors.
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Josef Bohuslav Foerster to Frantisek Bilek, 13 October 19313

Dear Friend,

I thank you with all my heart for the letter I received from you today, but I am sorry to say it
did not please me as I would have wished. You still are not well, and your illness is dragging on
for so long! You accept this humbly from the hand of God, so you may take solace: “All things work
together for good for believers.”

As far as the Katz Prize is concerned, I will make sure that your work will be remembered,
but please let me know about one of your works from the last three years, because according to
the charter, the prize can only be awarded for a work created at that time, and not for lifetime
achievement.

I Kiss the hands of the good and gentle lady who has been and remains your guardian angel.
To you, dear friend, I send warm greetings, and I hope with all of my soul that you regain your
strength and sound health as soon as possible.

Always and entirely yours,
Foerster

13 October 31

On a picture postcard with a photograph of Bilek’s sculpture The Artist and His Sister
Sorrow, Bilek is responding to greetings (now lost) sent by Foerster from Luzany, and he
reminisces about having visited there long ago. The time of the undated message can
be established thanks to the mention of the ceremonial unveiling of Bilek’s sculpture
on the tomb of Otokar Brezina in Jaroméfice nad Rokytnou, which took place on
11 September 1932:

FrantiSek Bilek to Josef Bohuslav Foerster, undated [early September 1932]
Dear Friend,

I was deeply touched by your greetings from Luzany. It has been my heartfelt wish that you
might have a stay in L|uzany]|. I hope you and your dear wife have found your time there to be
pleasant!? It was there that I visited Zeyer during his illness. We took a walk in the park with
Mr. Hlévka. Is it still as nice there as it once was?

Have a look at this piece of sculpture for a friend’s grave in Jaromériice: “The Artist and His
Sister Sorrow,” which I will be unveiling in a week. I will not be going to the ceremony; I’m not
yet ready to do any travelling. And then there is the food - I still have to protect myself as if I were
in a greenhouse, and I still do not feel up to giving talks, because although the illness is now
behind me, its consequences still appear from time to time. Less and less, but they still remain.

I also want to get back to work at the academy. I am curious about what the academy might
do about my 60" birthday.

We cordially return your greetings! So, goodbye for now, and I look forward to seeing you in

October - Frantisek -

34) NM-CMH, inv. no. G 3472.
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Most of the letters date from the 1930s, but by then most of the correspondence is brief
and matter-of-fact, of a rather formal or social nature - New Year greetings, congratulations
on birthdays and other special days, or condolences upon the death of loved ones. The
letters also frequently mention ilinesses suffered both by Foerster and Bilek. By that time,
written correspondence had been replaced by more frequent in-person meetings between
the two artists and their families, as is shown by Foerster’s letter, in which he thanks Bilek
for his “beautiful creation” [a bookplate design]:

Josef Bohuslav Foerster to Frantisek Bilek, 9 May 19323

Beloved Friend,

Today I wanted to come to you to thank you and your dear wife, but they detained me at the
Academy, and now it is too late. But I shall come soon, God willing. For now, I want to shake your
hand for your beautiful creation; it truly meant a great deal to me. Please believe that I rejoice
sincerely over this new proof of your affection. And a thousand thanks to your kind and gentle wife
for taking the trouble to come to the Academy and to our home. How gladly I would receive your
gift from her from her precious hands. I will take the plate to the printer, and once I have the
printed copies, I hope you will permit me to show them off to you. To my joy, | have learned that
you are still making progress towards recovery, and I hope that the Lord God will give you sound
health and renewed strength for your joyous work.

My wife was very sorry not to have seen your dear wife. Please pass on to her my wife’s cordial
greetings and salutations.

I remain yours in old friendship and all devotion,
Foerster
9 May ’32

Together with New Year’s greetings dated 7 January 1937, Foerster thanks Bilek
for permission to use his “lovely woodcuts for decorating the libretto of ‘Bloud’ (The
Simpleton),” and he adds: “I am sincerely pleased that our souls have joined together in
honor of God.”®*® This was not the last time that the artistry of the two men was joined in
a single work. An edition of Foerster’s song cycle Cisté jitro (Pure Morning), op. 107, is also
illustrated with drawings by FrantiSek Bilek. The title of the cycle is taken from the first
song, a setting of a poem by Otokar Brezina from his collection Ruce (Hands).*”

On 6 January 1940, Bilek sent Foerster congratulations on his eightieth birthday, and in
doing so, he reminisced about Foerster’s visit to Chynov long before: “After all, everywhere,
even here in Chynov, through your precious presence you have sanctified my home, my
workshop, and even my native countryside. And | myself have been able to enjoy your favor
and friendship.” This is Bilek’s last letter, followed only by a postcard from the summer of

35) NM-CMH, inv. no. G 3476.

§6) Foerster’s own libretto for the opera Bloud (The Simpleton), op. 158, published by J. A. Verner in the edition
Zivot a sen (Life and Dream), Prague 1936.

37) A new edition of Foerster's song cycle Cisté jitro (Pure Morning), op. 107, with drawings by F. Bilek was
published by Hudebni matice Umélecké besedy (Music Foundation of the Arts Forum), Prague 1943 (2™ edition).
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1940 with a panoramic photograph of Chynov with the Church of the Holy Trinity as the
dominant feature:

FrantisSek Bilek to Josef Bohuslav Foerster, Chynov, 4 July 1940

Chynov, 4 July ’40

You know - my dear J. - you remember how it was back then in Chynov? The soul does not age;
it knows neither time nor space! It would be enough just to repeat it all once more and carry it

off to eternity! We shall welcome you gladly! Oh - how gladly!!
FRANTISEK?®

This message brings the mutual correspondence between Josef Bohuslav Foerster and
FrantiSek Bilek to a close. FrantiSek Bilek died on 13 October 1941. The next day, Foerster
sent condolences to Bilek’s wife:

Josef Bohuslav Foerster to Berta Bilkova, Prague, 14 October 19413°

My Dearest Madam,

Last Friday we got together with Mr. and Mrs. Taraba, and we did much reminiscing about
Chynov... We talked about how lovely it had been at your place, how you are living surrounded
by love and beauty like on an island of the blessed, having escaped the hustle and bustle of the
city. A letter from Chynov signed by you still lies on my desk. And today the papers bring sorrowful
news. I know there is no healing in words, but I wish to assure you that my wife and I are with you
during these days of visitation. Frantisek has departed to That which he celebrated in his work
all his life, to That which he professed before others, beneath the banner of his allegiance. He is
claiming his reward. We, below, are left with the blessed traces of his labor, his warmth of heart,
and his noble spirit that never forgot that we are “born for the morrow.” You, together with all of
your loved ones, may be assured of our heartfelt sympathy.

Forever yours in devoted friendship, J. B. Foerster and wife

Prague, 14 October 41

I1l. Conclusion

The correspondence between Josef Bohuslav Foerster and FrantiSek Bilek adds many
interesting factual details to what has been known about their lives and artistic careers.
It is chiefly valuable, however, because it allows one to examine the spiritual world of the
two artists over a long period of time, and it leads one to consider the parallels in their
lives and work - they are an example of two artists who are in absolute accord. These
letters, never before discussed in scholarly literature, document the may years of friendly
relations between two important figures of Czech culture.

38) Bilek signed his name using his own particular stylized lettering, and the card is also signed by Berta
Bilkova, Berta Mildova, Bohuslav Taraba and his wife. The address, location, and date are in the handwriting of
B. Taraba.

39) NM-CMH, inv. no. G 3486.
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At the same time, the correspondence between Foerster and Bilek reminds us that
Josef Bohuslav Foerster’'s correspondence as a whole is assuredly an extraordinarily
valuable source of knowledge. So far, only a tiny fraction of it has been published. Thus, a
constant challenge for researchers and editors remains hidden in archives and museum
collections.

The Letters of Josef Bohuslav Foerster (JBF) to Frantisek Bilek (FB) and Berta Bilkova-
-Necasova (BB) in the collection of the National Museum - Czech Museum of Music,
department for materials other than sheet music, inventory numbers G 3453 - G 3486

s. I. - sine loco, without identification of the place of origin

JBF:FB | s.I.,[18997] 1 sheet, writing on 2 pages G 3453
JBF: FB | Hamburg, 6 Oct. 1899 2 bifolios, writing on 7 pages G 3454
JBF: FB | [Hamburg], 16 Sept. 1900 1 bifolio, writing on 3 pages G 3455
JBF: FB | Hamburg, 2 April 1900 1 bifolio, writing on 4 pages G 3456
JBF: FB | Hamburg, 3 May 1900 1 bifolio, writing on 4 pages G 3457
JBF: FB | Hamburg, 7 Sept. 1900 1 bifolio, writing on 4 pages G 3458
JBF: FB | Hamburg, 2 May 1901 1 bifolio, writing on 4 pages G 3459
JBF: FB | Hamburg, 23 Nov. 1901 1 bifolio, writing on 4 pages G 3460
JBF: FB | Vienna, 12 Dec. 1907 1 bifolio, writing on 3 pages G 3461
JBF: FB | Vienna, 25 Dec. 1914 1 bifolio, writing on 3 pages G 3462
JBF: FB | Prague, 23 Oct. 1922 1 bifolio, writing on 1 page, letterhead of the “State Music | G 3463
and Drama Conservatory in Prague Il, Na Slovanech”
JBF: FB | Prague, 21 Nov. 1923 1 sheet, writing on 2 pages G 3464
JBF: FB | [Praguel], 8 Dec. 1929 1 sheet, writing on 1 page G 3465
JBF: FB | [Prague], 2 Feb. 1930 1 sheet, writing on 1 page G 3466
JBF: FB | [Prague], 26 Oct. 1930 1 sheet, writing on 1 page G 3467
JBF: FB | [Prague], 5 Nov. 1930 1 sheet, writing on 1 page G 3468
JBF: FB | [Prague], 22 Jan. 1931 1 sheet, writing on 1 page G 3469
JBF: FB | [Prague], 30 Jan. 1931 1 sheet, writing on 1 page G 3470
JBF: FB | [Prague], 1 Oct. 1931 1 bifolio, writing on 2 pages G 3471
JBF: FB | [Prague], 13 Oct. 1931 1 sheet, writing on 2 pages, letterhead of the “President | G 3472
of the Czech Academy of Science and the Arts”
JBF: FB | [Prague], 19 Oct. 1931 1 bifolio, writing on 3 pages G 3473
JBF: FB | [Prague], 15 Dec. 1931 1 sheet, writing on 2 pages, letterhead of the “President | G 3474
of the Czech Academy of Science and the Arts”
JBF: FB | [Prague], 12 April 1932 1 bifolio, writing on 2 pages G 3475
JBF: FB | [Prague], 9 May 1932 1 bifolio, writing on 3 pages G 3476
JBF: FB | [Prague], 7 Jan. 1935 1 bifolio, writing on 2 pages G 3477
JBF: FB | Prague, 5 Nov. 1932 1 sheet, typed, 1 page, letterhead of the “Czech Academy | G 3478
of Science and the Arts”
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JBF: FB | [Prague], 23 April 1936 1 bifolio, writing on 3 pages G 3479
JBF: FB | [Praguel], 7 Jan. 1937 1 bifolio, writing on 3 pages G 3480
JBF: FB | Prestice, 7 Jan. 1937 1 bifolio, writing on 2 pages G 3481
JBF: FB | [Prague], 16 Nov. 1937 1 sheet, writing on 1 page G 3482
JBF: FB | [Prague], 22 Dec. 1937 1 sheet, writing on 1 page, letterhead of the “President of | G 3483
the Czech Academy of Science and the Arts”
JBF: FB | [Prague, after 28 Oct. 1931] | 1 sheet, writing on 2 pages, letterhead of the “President | G 3484
of the Czech Academy of Science and the Arts”
JBF: FB | Prague, 19 Oct. 1931 1 sheet, typed, 1 page, letterhead of the “Czech Academy | G 3485
of Science and the Arts”
Letter from Josef Bohuslav Foerster (JBF) to Berta Bilkova-Necasova (BB)
| JBF: BB | Prague, 14 Oct. 1941 | 1 sheet, writing on 2 pages | G 3486 |

Letters from FrantiSek Bilek (FB) and Berta Bilkova-Necasova (BB) to Josef Bohuslav
Foerster (JBF) kept in the estate of J. B. Foerster, without inventory numbers

s. |. - sine loco, without identification of the place of origin

FB: JBF | Chynov, [autumn of 18997] | 1 bifolio, writing on 4 pages, photograph of Bilek’s house in Chynov
in the header
FB: JBF | Chynov, [30 April 1900] 1 bifolio, writing on 4 pages
FB: JBF | s.I., [December 19007] 1 bifolio, writing on 3 pages
FB: JBF | Chynov, 21 Nov. 1901 1 sheet, writing on 1 page
FB: JBF | Smichov u Prahy, 6 Mar. 1 bifolio, writing on 3 pages, envelope, drawing by F. Bilek on p. 1
1905
FB: JBF | s. ., [after 12 Dec. 1907]*° | 1 bifolio, writing on 1 page
FB: JBF | s. I, [late 1914 or early 1 bifolio, writing on 1 page
19157]
FB: JBF | s. I, 28 Oct. 1922 1 sheet, writing on 1 page, wood engraving by F. Bilek in the header
FB: JBF | s. ., [between 15 and 1 bifolio, writing on 3 pages, wood engraving by F. Bilek in the header
21 Nov. 1923]4
FB: JBF |s. ., [19257]% postcard with a lithograph after a drawing by H. Boettinger, writing
on 1 page
FB: JBF | s.l.,[1920s]* postcard with a drawing by F. Bilek, writing on 1 page
FB:JBF | s.l., 28 Oct. 1931 1 sheet, writing on 1 page

40) Response to Foerster’s letter dated 12 Dec. 1907, NM-CMH, inv. no. G 3461.

41) Written between the date of the premiere of the opera Srdce (The Heart) on 15 Nov. 1923 and Foerster’'s
response dated 21 Nov. 1923.
42) The year has been determined by an only partially legible rubberstamp.

43) Printed on the postcard is the text: “FRANTISEK BILEK - TO THE REVIVALIST MOVEMENT OF YOUNG
CZECHOSLOVAK WOMEN.” The movement was a branch of the YWCA (Young Women’s Christian Association),
which was established in Czechoslovakia in 1921.
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FB: JBF | s.l., 4 Dec. 1931 1 sheet, writing on 1 page

FB: JBF | Prague, 6 May 1932 1 sheet, writing on 1 page

FB: JBF | s. ., [early Sept. 1932] postcard with photograph of a monument at the grave of
0. Brezina titled The Artist and His Sister Sorrow, writing on 1 page

FB: JBF | s.l., 31 Dec. 1934 1 sheet, writing on 1 page

FB: JBF | Prague, 11 April 1936 1 sheet, writing on 1 page

FB: JBF | Prague, 10 Jan. 1937 1 sheet, writing on 1 page

FB: JBF | Prague, 21 Oct. 1937 1 sheet, writing on 1 page, envelope

FB: JBF | Prague, 23 Dec. 1937 1 sheet, writing on 1 page

FB: JBF | s.I.,[1930s] card in postcard format, writing on 1 page, wood engraving by
F. Bilek beside the text on the left,* reverse side blank

FB: JBF | Chynov, 6 Jan. 1940 1 sheet, writing on 1 page

FB: JBF | Chynov, 4 July 1940 postcard with photograph of Chynov, writing on 1 page

Letters from Berta Bilkova (BB) to Josef Bohuslav Foerster (JBF)

BB: JBF | s.l.,2Jan. 1915 2 sheets, writing on 1 page
BB: JBF | s.l., 27 Jan. 1942 1 sheet, writing on 2 pages
BB: JBF | s.I., 28 Dec. 1950 1 sheet, writing on 1 page
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Pohlednice zaslana FrantiSkem Bilkem Josefu Bohuslavu Foersterovi / Picture postcard from FrantiSek

Bilek to Josef Bohuslav Foerster, 1925 [?]
NM-CMH, €. pF. / Acquisition no. 46/98

44) | wish to thank Eva Paulova for determining the graphic technique.
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Dalsi pamatky z rodiny
Josefa Suka

JANA VOJTESKOVA

tomto roce si pfipominame 140. vyro¢i narozeni vyznamného ¢eského hudebniho

skladatele, houslisty a pedagoga Josefa Suka (1874-1935). Patfil k dovrSitellim Ces-
kého hudebniho romantismu a spolu s Vitézslavem Novakem a LeoSem Janackem k hlav-
nim predstaviteldm rané ceské moderny. Jako Zak, velky ctitel a pozdéji i zet Antonina
Dvoréaka musel v dobé boju o Dvoraka své skladby téZce prosazovat. To je vSak jiZ pomér-
né davna minulost, stara témér jedno stoleti. V soucasnosti se Sukové tvorbé dostava
opravnéného uznani jak v domacim, tak ve svétovém méfitku. Jeho dilo zaujima pevnou
pozici v koncertnim repertoaru a se Sukovym jménem se setkame ve vSech dulezitych
hudebnich encyklopediich a slovnicich.

Josef Suk se narodil 4. ledna 1874 v KreCovicich u Neveklova. Zemrel 29. kvétna 1935
v nedalekém BeneSové. Do rodného kraje se vracel po celych Sedesat let svého Zivota.
Pohtben je v Kfecovicich naproti hlavnimu vchodu do kostela sv. Lukase, kde od Gtlého
détstvi naslouchal hudbé.

N&rodni muzeum - Ceské muzeum hudby spravuje fond obsahujici pomérné uceleny
skladatel(lv odkaz.! Posledni pfirlstek do fondu zapsany pravé v tomto roce? ziskalo mu-
zeum od pani Marie Sukové, manzelky skladatelova vnuka, houslového virtuosa Josefa
Suka. Stejné jako predchozi akvizice® zahrnuje i novy pfirGstek velké mnozstvi velmi cen-
nych sbirkovych predmétll, které vzesly pfimo z rukou Sukovych (korespondence psana
skladatelem a autografy), nebo tzv. predméty dotykané (korespondence skladateli adre-
sovana, fotografie, pamatky na rodice, na Sukovu Zenu Otilii - dceru Antonina Dvoraka,
na syna Josefa, knihy, darky od pratel nebo hudebniny s rukopisnymi poznamkami skla-
datele). Nase dosavadni znalosti o Sukové Zivoté a dile se diky témto predmétim vyrazné
obohati a doplni mozaiku poznatkd, kterou jsme si mohli doposud utvofit.*

Nové ziskané predméty se vztahuji ke étyfem generacim rodiny Suk(l - fidicimu uciteli
Josefu Sukovi (1827-1913), skladateli Josefu Sukovi (1874-1935), jeho synovi Ing. Josefu

Tento ¢lanek vznikl za finanéni podpory Ministerstva kultury v ramci institucionalniho financovani dlouhodobého
koncepcniho rozvoje vyzkumné organizace Narodni muzeum (DKRVO 2014/44, 00023272).

1) Fond Narodniho muzea - Ceského muzea hudby (déle jen CMH) S 184 obsahuje v soucasné dobé vice nez
dva a pul tisice zkatalogizovanych sbirkovych predméta.

2) Cislo pfirQistku (dale &. pF.) 22/2014.

3) C. pt. 16/2007. Srov. téz VOJTESKOVA, Jana: Pamatky z rodiny Josefa Suka / Memorabilia from the Family
of Josef Suk, Musicalia, ro¢. 2, 2010, ¢. 1-2, s. 99-103, s. 104-109 (anglicka verze).

4) Dosavadni nejvyznamnéjsi publikované knihy: Josef Suk. Zivot a dilo. Studie a vzpominky, ed. J. M. Kvét,
Hudebni matice Umélecké besedy v Praze, Praha 1935; Josef Suk. Tematicky katalog skladeb / Thematic Cata-
logue of the Works, ed. Zdenék Nouza - Miroslav Novy, Editio Barenreiter, Praha 2005, 487 s.; Josef Suk. Dopisy
o0 Zivoté hudebnim i lidském, ed. Jana VojtéSkova, Editio Barenreiter, Praha 2005, 564 s.
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Sukovi (1901-1951) a jeho synovi, houslovému virtuosovi Josefu Sukovi (1929-2011).
Najdeme zde osobni doklady prvnich tfi Sukl a jejich manzZelek - rodné a kfestni listy, od-
daci listy, domovské a amrtni listy a kromé toho také tfeba berniéni knizku fidiciho ucitele
Josefa Suka nebo vysvédceni Ing. Josefa Suka.

Nejzajimaveéjsi soucast nového prirlistku predstavuje korespondence. K nejstarsi vrstvé
patfi kazeta s dopisy fidiciho ucitele Josefa Suka. Ukryva mimo jiné jeho milostné dopisy
Emilii Baumannové, se kterou se oZenil v roce 1856. Je zde i jeden dopis Emilie Sukové.
Dale kazeta obsahuje pozd€jsi psani Josefa a Emilie Sukové synovi Josefovi a jeho Zzené
Otilii, rozené Dvorakové. Z hlediska tvorby skladatele je vyznamny i koncept dopisu o kriti-
ce premiéry Sukovy symfonické basné Praga psany fidicim ucitelem.

Pozoruhodny soubor tvofi memorabilia z pozUstalosti Nasti Haskovcové-Krausoveé, pritel-
kyné Emilie Sukové, ktera byla sestrou skladatele Josefa Suka. Obé Zily v Jindfrichové Hradci.
Tyto pamatky vratili do Sukovy rodiny pozlstali po Nasté Haskovcové. Zde byl mezi sklada-
telovou korespondenci nalezen pravdépodobné jeho nejstarsi znamy dopis, uréeny rodi¢im
a sestfe Emilce. Neni datovan, ale z kontextu je zfejmé, Ze pochazi z let 1886-1892, kdy
Suk studoval na prazské konzervatori. V tomto souboru jsou i dalSi Sukovy dopisy z pozdéjsi
doby, dopisy rodici Emilie a Josefa Sukovych, neznama fotografie Magdy Dvorakové® a fidi-
ciho ucitele Josefa Suka v Kfecovicich a také fotokopie hudebniho zapisu.

Mezi korespondenci, kterou Josef Suk za sv(j Zivot odeslal, bylo velké mnoZstvi pohled-
nic. Ze viech cest Ceského kvarteta posilal pohledy predevsim své Zené Otilii.° Vénoval
ji tfeba i pét rlznych pohledd z jednoho mista v tentyz den. Muzeum nyni ziskava témér
200 dalSich pohlednic. Suk psal ale i jinym osobam - své Svagrové Magdé Dvorakové
nebo Miladé Frantové, malé dcefi MUDr. Jaroslava Franty. Ta si Sukovy pohlednice ukla-
dala do alba, které nyni pfechazi také do sbirek CMH. BohuZel album uZ neni kompletni.”
Pozdéji adresoval Suk pohlednice z cest svému synovi a hospodyni Anné Némcové, ktera
o0 jeho syna pecéovala. | tyto se nyni stavaji sougasti fondu v CMH.

DuleZitou slozku nového prirlistku tvofi korespondence pochazejici z rodiny Dvorakovy.
PlOvodni soubor se skladal z 96 dopisl, které skladatelova vnucka Véra Johnova rozdélila
v roce 1991 jednotlivym détem a jejich potomkim (déti Otilie, Anna, Magda, Antonin, Ota-
kar a Aloisie). Dédicové po Otilii Dvofakové - rodina Sukova - ziskali celkem 22 dopisU.
Dopisy byly rozdéleny podle toho, koho se obsahové tykaly. Do Sukovy rodiny presly dopisy,
které psala Otilie rodicum, a ty, které psala jeji matka Anna Dvorakova Otilii, jejim souro-
zenclm a dalSim ¢lentim rodiny.8

V souboru je 7 dopist Dvorakovy manzelky Anny Dvorakové.® Dopisy Anny Dvorakové
jsou zcela neznamé, Zadny z nich ani jiné dopisy Dvorakovy manzelky nebyly doposud

5) Dcera Antonina Dvofaka a sestra Sukovy Zeny Otilie.
6) OZenilsesnil17.11.1898.
7) Ze 100 ks pohlednic, které v albu napoéitala Marie Svobodova, pieslo do CMH pouze 67.

8) Dopisy Otilie Sukové-Dvorakové pojednala ve své seminarni praci Otilie Dvorakova Eva Myslivcova. Vedouci
prace Tereza Havelkova a Vit Zdralek, FF UK, Praha 2014.

9) Prehled vSech dopisl spolu s jejich regesty je uveden na konci ¢lanku.
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publikovany.’® Nejstarsi zaslala Anna Dvorakova z Ameriky. Neuvedla rok, ale z kontextu
vyplyva, Ze ho napsala 25. 2. 1895.%* Dalsich 5 dopisl pochazi z listopadu a prosince
1898 a je uréeno novomanzellim Josefu a Otilii Sukovym. Sesty dopis Anny Dvofakové je
urcen rodicim Josefa Suka. Anna Dvorakova proZivala té€zce odlouceni od Otilky a ¢asto
ji informovala o déni doma. Mimo jiné matka dcefi oznamovala, Ze Antonin Dvorak dostal
od cisare fad za védu a uméni a Ze se 4. 12. 1898 z(¢astnili ve Vidni premiéry symfonické
basné Pisen bohatyrska s Videnskymi filharmoniky, které dirigoval Gustav Mahler.

Z dopist Otilie Dvorakové rodicdm pochazi nejstarsi dopis z roku 1886, kdy osmileta
Otilka a jeji dvé sestry (Anna a Magda) psaly na linkovaném dopisnim papiru krasopisné
a pozitivné ladéné psanicko. Na dalSich stranach ho doplnila pripisem jejich tehdejsi chi-
va Johanna.'? DalSich pét dopist pochazi z listopadu a prosince 1894, kdy Antonin Dvorak
s choti a synem Otakarem pobyvali v Americe, zatimco zbytek rodiny zlistal v Praze.* Otilie
informuje 7. 11. o koncertu Ceského kvarteta, v daldich dvou dopisech 11. 11. o zdravot-
nim stavu rodiny a o predstaveni Dimitrije. O ném psala také 15. 11., dale informovala

o cestach a programu Ceského kvarteta a kritikdch Novosvétské symfonie. Nejobsaznéjsi
je posledni dopis z roku 1894 (6. 12.).

Ctyfi dopisy uréené rodigtim psala Otilie Sukova v dobé&, kdy byla provdana za Josefa
Suka. Nejstarsi z nich z 12. 6. 1901 poslala Antoninu Dvorakovi k svatku. Posledni psala
v dobé, kdy Antonin Dvorak jiz nezil (26. 5. 1905). Je to také asi jeden z poslednich dopisd,
které Otilie napsala. Na kondolenénim dopisnim papiru s ¢ernym rameckem piSe z Prahy
do Krecovic matce, ktera se starala o jejiho syna. Li¢i vysledek |ékarského vySetreni, které
podstoupila u MUDr. Chodounského a podle néhoz ji nehrozi Zadné zdravotni riziko. Bo-
huzel, jak znamo, l1€kaf se mylil a Otilie Sukova za Sest tydn( poté (6. 7. 1905) zemrela.

Kromé Otil¢inych dopis( patfi do souboru dva dopisy jeji tety Terezie Koutecké, zva-
né Rézi (sestry Anny Dvofakové), a po jednom dopisu Otiléina stryce Ladislava Stépéanka
a americké pritelkyné Sadie Siebert (nedplny). Jeden dopis Terezie Koutecké je z roku
1893, kdy doprovazela Dvorakovy do Ameriky a v srpnu pobyvala s détmi ve Spillville,
zatimco Antonin Dvorak s choti a Otilkou cestovali do Chicaga. Druhy dopis je nedatovany,
ale z kontextu vyplyva, Ze byl napsan po svatbé Josefa Suka a Otilky v roce 1898, kdy
novomanzZelé odjeli do Vidné&. Dopis Ladislava St&panka byl uréen jeho tchyni Klotildé Cer-
makové, matce Anny Dvorakové, a tyka se rodinnych zalezitosti. Torzo dopisu (chybi druha
strana) od Sadie Siebert** Otilii Dvorakové je podékovanim za broz, kterou pfivezla dcefiné

10) Neékolik malych pfipisli vy$lo: Antonin Dvorak. Korespondence a dokumenty (dale ADKD), ed. Milan Kuna
a kol., sv. 1-10, Editio Supraphon / Editio Barenreiter, Praha 1987-2004.

11) Za datovani nékterych dopist dékuji Davidu R. Beveridgeovi.

12) Tento dopis je otistén v ADKD, kde ovSsem neni publikovan pfipis Johanny. Jako misto uloZeni je uvedeno
v soukromém majetku.

13) Dopisy jsou otiStény v ADKD.

14) Dopis je podepsan Seibert. Jde pravdépodobné o preklep pfi psani na stroji, nebot v dalSich pramenech je
uvadéna jako Siebert. Za ovéreni jména dékuji D. R. Beveridgeovi.
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Dopis Otakara Nebusky Josefu Sukovi / Letter from Otakar Nebuska to Josef Suk
S. 1., 25. 11. 1928 / 25 Nov. 1928
NM-CMH, €. p¥. / Acquisition no. 22/2014

americkeé pfitelkyni Otiléina matka - Anna Dvorakova. Pisatelka také lituje, Ze Otilka nepfi-
jela v roce 1894 s rodic¢i do Ameriky, a popisuje technickou vymoZenost - psaci stroj, na
némzZ napsala uvedeny dopis.*®

Vedle originall obsahuje soubor jesté xerokopie rukopisnych dopist Otilie Dvorakové
rodictim a sestie Anné, jejichz originaly jsou dnes nezvéstné. Dopisy byly psany v Usti nad
Labem asi v letech 1894 -1895, kdy Sestnactileta Otilie pobyvala u svého stryce Ferdinan-
da Cermaka, bratra své matky.X® Dopisy publikovala Marie Svobodova pod nédzvem Josef
Suk. Dopisy nejblizSim (Supraphon, Praha 1976, s. 141-149). Jeji edice ale neni v kontex-
tu dvorakovské literatury prili§ znama. V kniZce je otiSténa i basen, kterou Otilka napsala
na pamatku svého otce, Antonina Dvoraka,'” a Otiléina zavét.'® Originaly obou pisemnosti
rovnéZ prechazeji do Ceského muzea hudby.

Zde budou nyni uloZena i tfi alba vétSinou dosud neznamé korespondence skladatele

Josefa Suka. Chronologicky nejstarsi dopisy obsahuje cihlové ¢ervené album pfiéného for-

15) Pdvodné byl v souboru i dopis Klotildy Cerméakové Antoninu Dvofakovi z 30. 12. Tento dopis ale nebyl pre-
dan s €. pf. 22/2014 do CMH. D. R. Beveridge se domniva, Ze Slo o dopis z 30. 12. 1894, jehoz regest je uveden
v ADKD sv. 7, s. 322.

16) Dopis rodi¢im neni publikovan v ADKD.
17) Josef Suk. Dopisy nejblizsim, ed. Marie Svobodova, Supraphon, Praha 1976, s. 149-151.
18) Tamtéz, s. 151-152.
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matu'® se zlaté vyrazenym emblémem. Jak se dovidame z prvniho dopisu vloZzeného do
alba, dal ho zhotovit skladatellv vnuk se svou choti v roce 1956, aby mohl v celofanovych
saccich uchovat dopisy, pohlednice a nékolik konceptl psanych vyhradné rukou dédecka,
skladatele Josefa Suka. Korespondence byla uréena synovi (tedy otci zakladatele alba)
a pozdéji i jeho rodiné. Album neni usporadano, ale dopisy pochazeji prevazné z 20. a 30. let
20. stoleti.

Modernéjsi aloum s ernymi umélohmotnymi deskami?® obsahuje 50 celofanovych sac-
ki, do nichZ jsou vloZeny dopisy adresované skladateli Josefu Sukovi. Pocet dopist ovsem
znacéné prevysuje pocet sackl, nebot v nékterych se nachazi vice kusud. Na toto album na-
vazuje dalSi - hnédé barvy a stejného formatu i provedeni. Jednotlivé dopisy jsou v albech
fazeny abecedné a je zde zastoupeno vice nez 100 osobnosti kulturniho Zivota, z nichz né-
které byly blizkymi prateli skladatele Josefa Suka. Za vSechny uvedme napt. Emila Axma-
na, Jana Branbergera, Edvarda Benese, Hugo Boettingera, Karla Capka, Frantiska Drtinu,
Olgu Drtinovou, Fanny Davis, Josefa Bohuslava Foerstera, Emila Fillu, Adolfa Heyduka, Bo-
huslava Hostinského, Jifiho Herolda, Karla Hoffmeistera, Vladimira Helferta, Emila Hlobila,
Aloise Habu, Emanuela Chvalu, Leose Janacka, Aloise Jiraska, Josefa Jiranka, Karla Bole-
slava Jirdka, Jaroslava Jezka, Julia Kalase, Jaroslava Kvapila, Jaroslava Kociana, Jaroslava
KFicku, Adolfa Kaspara, Cefika Kvigalu, I15u Krejéiho, Vitézslava Novaka, Oskara Nedbala,
FrantiSka Ondfricka, Otakara Ostréila, Ferdinanda Pecirku, FrantiSka Pichu, Karla Reinera,
Antonina Sovu, Richarda Strettiho, Leona Sinigagliu, Blanche Selvu, Bohumira Stédroné,
Vaclava Stépéana, Maxe Svabinského, Otakara Sourka, Vaclava Talicha, Romana Veselého,
Boleslava Vomacku, Ladislava Vycpalka, FrantiSka Weyra a Julia Zeyera.

K predchozim dvéma alblim se fadi jeSté novéjsi pamétni kniha v Cerné kozené vazbé
se zlatou ofizkou. Ma 204 Cislovanych listd a na konci seznam. Kniha zpocatku slouzila
synovi skladatele, ktery si do ni nechaval vepsat pamétni zapisy od osobnosti navstévuiji-
cich jeho otce. Prvni byl zapis Aloise Jiraska z roku 1918. V témzZe roce nasledovala kresba
Huga Boettingera, zapis Otokara Breziny, Adolfa Heyduka a FrantiSka Drtiny. Ve 20. letech
pribyl dopis Emila Jaques-Dalcroze, kresba Adolfa Kaspara, notovy zapis Vitézslava Nova-
ka, verSovany pfipis Antonina Sovy, rukopis Karla Vaclava Raise (vénovany jeho dcerou),
kresba FrantiSka Bilka, zapis Vincenta d’Indyho a dopis Bernarda Molinariho. Kresby Ota-
kara Nejedlého a Cefka Kvigaly zahajuji pfiristky z tficatych let. Nasleduji podpisy
navstévnik(l vernisaze vystavy dél a pamatek Josefa Suka, konané v Ustfedni knihovné
hlavniho mésta Prahy 17. 1. 1934. | po Sukové smrti v roce 1935 prichazeli do KrecCovic
jeho pratelé a znami. V knize zanechali upominky napf. Jaroslav Kocian, Vaclav Talich, Ota
Horakova a Ondfickovo kvarteto. Zapisy ale postupné fidly. Kniha poslouZila k vlepovani
pamatek na skladatele Josefa Suka. Je zde podpis Dvoraklv z roku 1902, dopis Zdenka
Fibicha, LeoSe Janacka, Vitézslava Novaka, Josefa Bohuslava Foerstera, Otakara Ostréila,
Rudolfa Karla, Vasi Suka, Bohuslava Martin(i, Pavla Borkovce, Jaroslava Jezka a mnoha
jinych. Na zavér knihy jsou vlepeny dopisy uréené uz skladatelovu vnukovi - houslistovi

19) Rozméry 235 : 315 mm.
20) Rozméry 320 : 230 mm.
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Josefu Sukovi. Psali je napf. Jaroslav
Kocian, Rafael Kubelik, Alfred Bren-
del, Bedfich Janacek, Franco Gulli,
llja Hurnik, Yehudi Menuhin a Andre
Navarra.

Kromé korespondence obsahuje
novy pfirdstek do sukovského fondu
také ikonograficky material. Pét alb
prevazné amatérskych fotografii za-
chycuje skladatele Josefa Suka, jeho
rodinu a pratele pfi neformalnich prile-
Zitostech. Jsou zde neznamé fotografie
z rliznych setkani v Kfecovicich a okoli,
kam za Sukem zajizdéli jeho pratelé a
znami. Na fotografiich se objevuji napr.
malit Cenék Kvicala s manZelkou,
Otakar Nejedly, Jan Herben, Marie
Herrmannova, Mihovil Logar, Ladislav
Vycpalek a mnoho dalSich. Jedno z alb
zobrazuje rodinu skladatelova syna
Ing. Josefa Suka. Jako cenné pamat- i

ky opatroval Josef Suk rovnéz tfi fo-  Ing. Josef Suk s manzelkou Marii Sukovou-Vikovou a syny
tograﬁe, Které mu osobné s vlastno- Antoninem a Josefem / The engineer Josef Suk with his wife

p - o . . . Marie Sukova-Vlkova and his sons Antonin and Josef
rucnim vénovanim predali Lev Tolsto]  krecovice, 1935

(v Moskvé 31. 12. 1895), Nikolaj Rim-  Fotografie neznamého autora / Photograph by an unknown
skij Korsakov (12. 10. 1899) a Alexan- Erl]VIO—tgl\g/Ir:?ge;F. / Acquisition no. 22/2014

der Glazunov (12. 10. 1899). Josef

Suk peclivé uchovaval také fotogra-

fie, které ziskal v mladi - zvlasté divci fotografie Otilie. Mezi nimi je pravdépodobné nej-
starsi znamy snimek Otilky z pobytu v New Yorku z let 1892-1893, kterou mu jeho pozdéj-
Si Zena s vlastnoruénim pfipisem vénovala.

Bez vyznamu neni ani nékolik starych knih z 18. stoleti, které se v rodiné Josefa Suka
dochovaly. Nejstarsi z nich je rukopisny zpévnik z roku 1730,%* ktery podle titulniho listu
opsal Karel Josef Cesky, 22 kantor ve Slivenci, prapradédedek skladatelovy matky. Prav-
dépodobné v pozustalosti po Fidicim uciteli Josefu Sukovi se nachazely dvé knihy z 18. sto-

21) Zaczynagyse Pisnie O neyswietieyssym Jmenu Pana JeZysse Krysta - Sepsany Leta 1730 dne 17. febr. ode-
mnie Carla Josepha CZeskiho toho CZzasu Cantora Slywenetjskyho.

22) Narodil se v roce 1700 v Turnové, datum Gmrti je podle J. M. Kvéta neznamé. Srov. KVET, J. M: Josef Suk. Zi-
vot a dilo. Studie a vzpominky, Hudebni matice Umé&lecké besedy, Praha 1935, s. 18. Datum lIze pravdépodobné
odvodit ze zapist v tomto zpévniku. Zde je uvedeno: od 20. 4. 1764 - 10. 11. 1774 v Klucenicich, od 10. ? 1774
- 29. 1. 1779 v Boroticich, od 29. 1. 1779 - 15. 8. 1779 v Zivohosti, od 15. 8. 1779 - 24. 1. 1781 na zahalce,
v. 24. 1. 1781 - v Kredovicich. Posledni datum je bud pfimo datem Gmrti Karla Josefa Ceského, nebo zemrel
kratce na to.
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leti. Mladssi Robinson, k priiemnému a uZiteCnému obweseleni welkych, y malych ditek
(W Hore Kuttny 1797) mohl slouZit jako Cetba jeSté v dobé mladi skladatele. BroZova-
né, velmi opotrebované vydani knihy bohuZel nenese Zzadnou znamku o vlastnictvi knihy.
K velmi cennym, dnes jiZ jen ojedinéle dochovanym tisk(im patfi Historisch=malerische
Darstellungen aus B6hmen od A. G. Meissnera se ¢trnacti kolorovanymi médirytinami po-
dle pfedloh od F. C. Wolfa, vydané v Praze u J. G. Calva roku 1798.23

Dalsi knihy z pozUstalosti pochazeji z 19. stoleti. Jsou to predevsim modlitebni a na-
bozenské spisy.?* V nich je vloZeno také nékolik kouskl drobné devoéni grafiky neboli
nezbytnych svatych obrazkd. Kromé toho se dochovaly jesté dvé knihy podepsané Otilii
Sukovou. Diky nim se dovidame, Ze Cetla védecko-fantastické dilo Ignatia L. Donnellyho
(pod pseudonymem Edmund Boisgilbert) Drama budoucnosti.?> Roman o pracovni vzpou-
fe proti globalni oligarchii predpovida udalosti v roce 1996. Dalsi titul, A Troublesome Girl,
publikovala britska prozaicka Marie Correli pod pseudonymem Duchess.?® Knihu ¢etla Oti-
lie pravdépodobné v dobé svého newyorského pobytu, v pozdéjsi dobé do ni pribylo vetsi
mnoZstvi vlastnoruénich poznamek a podpisti &lenti Ceského kvarteta.

Novy prirlistek z rodiny Sukovy obsahuje také notové rukopisy. Jsou to prfedevsim drob-
né autografy, které Sukovi vénovali jeho pratelé a Zaci - Jaroslav Kficka, MiloS Bezdék,
Véaclav Kalik, Josef Holub, Jaroslav Jeremias a FrantiSek Picha. V opisu Jana Miroslava
Kvéta jsou zde skladby Jifiho Herolda Elegie a ze Suity pro housle a klavir z roku 1897
Prélude, Pisen a Etude. Tisk Sukova klavirniho cyklu O matince®” opatfil autor vlastnoruc-
nimi poznamkami.

V tomto ¢lanku neni bohuzel mozné zminit vSechny pfedméty, které novy pfirlistek ob-
sahuje. Samostatnou sloZku tvoii také napf. medaile z pozlistalosti skladatele i jeho vnu-
ka houslového virtuosa Josefa Suka. Bez vyznamu neni ani nékolik kouskl keramiky ze
sbirek skladatele. Cilem tohoto ¢lanku je predevsim upozornit na novy dilezity soubor
pamétek ziskany Ceskym muzeem hudby. Jeho podrobné zpracovani a vyzkum si vyzada
jesté vice Casu. Teprve pak bude mit badatel k dispozici inventar nového priristku sukov-
ského fondu. UzZ ted vSak lze fici, Ze jde o soubor velmi cenny. Predevsim v oblasti kore-
spondence poskytne vydatny material pro novou publikaci. Prir(istek navic obsahuje i fadu
zajimavych predmétd, které by ¢lovék v sukovském fondu primarné nehledal.

23) Po jednom exemplafi ma Narodni knihovna, Knihovna Akademie véd, Knihovna Narodniho muzea a Mo-
ravska zemska knihovna. Kniha méla pravdépodobné oznaceného vlastnika, jeho podpis je vSak Spatné Citelny
a nenaznacuje vazby s rodinou Sukovou.

24) Smlauvy aneb chvalitebné reci swatebnj pro Druzbu neb drZitele swatby, tiStény v Litomyssli 1851; Zlaty
nebe KIic, totizto nabozné modlitby, rkp., 1845; ALBACH, J. S.: Posvatni zvukové. Modlitby a uvazovani, tisk (s ru-

kopisnym pfipisem: 7. zafi 1878 nestésti); Die heilige Messe, Lindau 1869.

25) Kniha vysla v originalu jako: BOISGILBERT, Edmund: Caesar‘'s Column: A Story of the Twentieth Century,
Chicago, F. J. Shulte and Co., 1890. V ¢eském prekladu BOISGILBERT, Edmund (=Ignatius Donnelly): Drama
budoucnosti. Z historie XX. stoleti, z anglictiny preloZil Vaclav Patejdl, J. R. Vilimek, Praha [1896].

26) Vydala Minerva, New York [1890].
27) Vydal M. Urbanek, Praha 1922.
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Prehled dopisii z rodiny Dvofakovy dochovanych v originale v €. pf. 22/2014, abecedné
podle pfijmeni odesilatele.

Pokud neni uvedeno jinak, dopisy nebyly publikovany.

Dvorakova Anna, Magda a Otilie [déti rodicim] Antoninu a Anné Dvofakovym.
Praha, 8. 10. 1886.
[ADKD sv. 6, s. 95, pripojeny dopis Johanny nepublikovan]

Tési nas velice, Ze jste se dostali Stastné pres more...
Pozdrav rodiéim od déti. Chliva Johanna pfipsala informaci o rodiné, ktera zUstala v Praze.
Rukopis perem, 1 bifol., popsané 3 p., 177 : 114 mm, pfipis Johanna

Dvoiakova Anna [skladatelova manzelka] Klotildé Cermakové a détem DvoFakovym. [New York],
25. 2. [1895].

Na Vase psani které jsme dostali dnes...

Vyjadfuje starost o nemocnou dceru Aloisii. Zabyva se Otiléinymi vztahy a Antoninovou znamkou
z chovani. Lituje, Ze psani, které poslali 5. 1., nedostali.

Rukopis perem, popsané 4 p., 203 : 124 mm

Dvorakova Anna [skladatelova manzelka] Otilii a Josefu Sukovym.
S. I., [listopad 1898].

Maminka a tatinek odejeli v sobotu domu...

[Sukovi] rodice odjeli a Dvorakovi zlstali sami, vypravili se proto na Vysokou. Farafi zaplatili za svat-
bu 15 zlatych. Budou psat na adresu Griinfeldovu. KoZich a pas poslou do hotelu. Sinigaglia poslal
dvé bednicky sladkosti. Pro Otilku pfisla také zasilka z Amsterdamu, néjaké stfibro. Dostali Politik?
Po jednom vytisku poslali do Kfecovic a do Marsovic.

Rukopis perem, 1 bifol., popsané 3 p., 170 : 108 mm

Dvorakova Anna [skladatelova manzelka] Otilii a Josefu Sukovym.
[Praha, 26. 11. 1898].

Dnes v sobotu jsme dostali Vase psani...

Dnes dostali dopis, Ze Nedbal odevzdal penize, nepisi ale, zda pfiSlo psani, které poslali do hotelu na
adresu Grunfeldovu, a zda dostali kozich, cukrovinky a pas. Posilaji psani od Sinigaglii. Vzpominaji
na Suka a Otilku.

Rukopis perem, 1 fol., popsané 2 p., 150 : 112 mm

Dvorakova Anna [skladatelova manZelka] Otilii a Josefu Sukovym.
[Praha], [cca 29. 11. 1898].

Psala jsem Vam v sobotu a dnes pisi jiZ zase ...

Oznamuje narozeni syna Sukova bratra Antonina. Komentuje nékteré svatebni dary a sdéluje, Ze
farar si vzal méalo za oddavky. Velmi se ji styska.

Rukopis perem, 1 bifol., popsané 4 p., 173 : 111 mm
Dvorakova Anna [skladatelova manzZelka] Otilii a Josefu Sukovym.

S.1,1.12.[1898].
Tvé psani z Pestu jsme dostali a vSecky ostatni...
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Psani z Pesti dostali a vSechna ostatni. Sukovi poslali doporuc¢ené danové priznani. Dvorak radi, aby
kazdy pfiznal 1000 zlatych, pak zaplati dan asi 10 zI. ro¢né. Dvorak dostal od cisafe fad za védu
a umeéni. Do Vidné pojedou v patek v noci a lituji, Ze tam dceru a zeté nezastihnou. Pro Berlin by si
mohla Otilka prfeSit svatebni Saty. Babi¢ka uz je zdrava. Na konzervatofi mluvila se Sladkem, ktery
byl Gdajné dotazovan na vydélky Ceského kvarteta. Jak se jim libi v Italii?

Rukopis perem, 1 bifol., popsané 4 p., 175: 111 mm

Dvorakova Anna [skladatelova manZelka] Otilii a Josefu Sukovym.
S.l.,7.12.[1898].

Vase listky a psani jsme dostali...

Druhého [prosince] jeli do Vidné, tretiho byla zkouska s Mahlerem. Dvorak mél jednani v divadle.
Navstivili Rezkovy, Albertovy, Richtrovy. V nedéli jeli po koncerté zase domu. Koncert mél ohlas. Dvo-
fak se musel nékolikrat dékovat. Hanslickova kritika v Reichswehr je hezka.

Rukopis perem, 1 bifol., popsané 3 p., 175: 111 mm

Dvorakova Anna [skladatelova manzZelka] Emilii a Josefu Sukovym.
[Praha], s. a.
Odpustte Ze dosud mé nebylo mozno...

Dékuje za zasilku potravin a informuje o cestach Otilie a Josefa Sukovych do Vidné. Koncert v Praze
bude 27. 12. Pak pojedou do Krecovic.

Rukopis perem, 1 bifol., popsané 3 p., 175 : 110 mm

Dvorakova Otilie [rodi¢iim a bratrovi] Antoninu, Anné a Otakaru Dvofakovym.
[Praha, 7. 11. 1894].
[ADKD sv. 7, s. 273, piipojeny dopis Antonie Stépankové nepublikovan]

Nyni jiz vime jisté, Ze Jste se dobre do Ameriky dostaly...

Navstivila s Annou a tetou Rézi koncert Ceského kvarteta. Hralo Fibichtv Klavirni kvartet, Schuberto-
vu kvartetni vétu, Nesver(v valgik, Cajkovského Andante cantabile, Glazunovo Orientale a Beethove-
nlv Septuor. Zminuje se o interpretaci. Chodi na hodiny ke Kaanovi, hrala s nim na 4 ruce Mozart(v
kvintet a ouverturu.

Rukopis perem, 1 bifol., popsané 4 p., 124 : 204 mm, pfipojen dopis Antonie Stépankové

Dvorakova Otilie [matce] Anné Dvorakové.
Praha, 11. 11. 1894.

Tvoje psani jsem dostala...

0 vztahu se Smélym

Rukopis perem, 1 bifol., popsané 2 p., 230 : 124 mm

Dvorakova Otilie [rodiciim a bratrovi] Antoninu, Anné a Otakaru Dvoiakovym.
Praha, 11. 11. 1894.

[ADKD sv. 7, s. 274-275]
V sobotu jsme dostaly psani od Tebe draha maminko...

Informace o zdravotnim stavu rodiny a o aktivitach Otilie a jejich sourozenct. Déti navstivily predsta-
veni Dimitrije. Posila kritiky z Narodnich listu, z Politiky, ale ne z Politik a Hlasu.

Rukopis perem, 1 bifol., popsané 2 p., 203 : 124 mm
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Dvorakova Otilie [rodic¢iim a bratrovi] Antoninu, Anné a Otakaru Dvofakovym.
Praha, 15. 11. 1894.
[ADKD sv. 7, s. 282-284]

Dnes je Ctvrtek vecer...

Byla jiZ potfeti na Dimitriji. Libil se ji épe neZ poprvé. Zvlasté Maturova dobfe zpivala. Ceské kvarteto
se vratilo z Némecka. Suk byl u nich a vypravél, Zze méli velky Gspéch. Byli pozvani k Simrockovi, kde
byl i Sarasate. Mluvili o Dvorakovi. V Berlingé a v Lipsku hrali Dvofakav Kvartet C dur. V Praze budou
hrat kvintet s kontrabasem. BoleSka se Smélym ¢éetl v némeckych novinach, Ze se davala ve dvou
méstech Novosvétska symfonie. Jedna kritika ji chvalila, ve druhé se psalo, Ze je to dilo Dvoraka
nedlstojné. Pta se na americké znamé a na Kovarika.

Rukopis perem, 1 bifol. a obalka, popsané 4 p., 200 : 124 mm, obalka 105 : 128 mm

Dvorakova Otilie [rodic¢iim a bratrovi] Antoninu, Anné a Otakaru Dvorakovym.
Praha, 6. 12. 1894.
[ADKD sv. 7, s. 296-298]

Dnes je sv. Mikulase...

Za&astnili se koncertu Ceského kvarteta. Hralo Mozartdv a Rubinstejntv kvartet a Nedbalovu sona-
tu. Ta byla pocténa cenou 250 zl., Suk dostal 500 zl. a Dvorak 1000 zl. Penize dostali a aZ pfijdou
ty z Akademie, donesou je do sporitelny k Prochazkovi. VeCer je navstivi Suk, Nedbal a BoleSka. Ob-

drzela od Sadie dopis a Spendlik. Od babicky dostala perletové kukatko. PreSivala obleceni. Sestry
dostaly vysvédéeni. Antonin nikoli. Pta se, zda nasli Dimitrije? Zemfel Rubinstejn, Bendl je profeso-
rem na konzervatori.

Rukopis perem, 1 bifol. a 1 fol., popsanych 6 p., 200 : 122 mm

Dvorakova Otilie [matce] Anné Dvorakové.
S. L., [ante 19. 6. 1902].

Prichazim jako obycejné s nééim Té zlobit...
0 koupi broze. Opis Pod jabloni je hotov.
Rukopis perem, 1 bifol., popsané 4 p., 124 : 144 mm

Koutecka Terezie Otilii Dvofakové.
Spillville, 11. 8. 1893.

Dle véeho se Vam aZ na tu drahotu a ten ¢oud...

Pise do Chicaga, jak se dafi Otiliinym sourozencdm. Informuje o korespondenci, ktera pfisla Dvora-
kovym vétsinou z Cech.

Rukopis perem, 1 bifol., popsané 4 p., 125 : 202 mm

Koutecka Terezie Otilii Dvorakové.
S. 1., [post 20. 11. 1898].

Divis se as Ze piSu ja a na jakém papiru...
Rodice Otilky si délali starost, jak dojeli do Vidné. Potési je, az dostanou dopis. Prisla zasilka se slad-

kostmi z Italie od Sinigaglii. Na celnici je také balik z Nizozemska. Zasila nedélni Politiku s ¢lankem
o svatbé Suka a Otilie.

Rukopis perem, 1 bifol., popsané 3 p., 184 : 111 mm
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Siebert Sadie Otilii Dvorakové.
New York, 24. 11. 1894.
No doubt you will be suprised to get a letter from me...

Dékuje za broz, kterou ji pfivezla Otiléina matka. Lituje, Ze nepfijela s rodici do Ameriky. PiSe na psa-
cim stroji a predstavuje ho jako novinku.

Strojopis, 2 fol., popsané 2 p., 267 : 201 mm, torzo, chybi strana 2

Sukova Otilie [otci] Antoninu DvoFakovi.
Kfecovice, 12. 6. 1901

Prijmi ode mne a od Suka blahoprani...
Gratulace.

Rukopis perem, 1 fol., popsana 1 p., 175 : 113 mm, torzo

Sukova Otilie [rodi¢iim] Antoninu a Anné Dvorakovym.
Krecovice, 10. 6. 1902.
Prijmi od nas obou, téZ od malického Pepouska...

Gratulace k svatku Antonina Dvoraka. Dékuji za penize a zaplaceni dani. Prani téZ pro Dvorakova
syna Antonina. Pfipis pro Annu Dvorakovou o tom, jak prospiva Otil¢in syn Josef.

Rukopis perem, 1 bifol., popsané 3 p., 224 : 144 mm

Sukova Otilie [matce] Anné Dvorakové.

Praha, 26. 5. 1905.

Tak jsme Stastné prijeli do Prahy...

0 své chorobé a o Rusalce.

Rukopis perem, 1 bifol. a obalka, popsané 4 p., 148 : 108 mm

[Stépanek Ladislav Klotildé Cermakové].
Pardubice, s. a.
Prejeme Vam, ale ja jen zatim z kancelare veselé svatky...

Preje veselé svatky a priklada 35 zI. Na svatky poslou husu. TaZe se na Terezii [Kouteckou]. Déti jsou
zdravy. Nasledovat bude dlouhé psani.

Rukopis perem, 1 fol., popsané 2 p., 222 : 143 mm

Stépankova Antonie Anné Dvorakové [choti skladatelové].
S.l,s.a.

Dovolte, abych se osmélila pripojiti téZ nékolik radkda...
Vysvétluje, pro¢ maji Otilku u sebe v Pardubicich.

Rukopis perem, 1 fol., popsané 2 p., 175 : 113 mm, pfiloZzeno k pfedchozimu dopisu
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More Memorabilia
from the Family of Josef Suk

JANA VOJTESKOVA

mong this year’s additions to the collections of the National Museum - Czech

Museum of Music, there is a large set of documents relating to four generations of
the Suk family: the schoolmaster Josef Suk (1827-1913), the composer Josef Suk (1874 -
1935), the agricultural engineer Josef Suk (1901-1951), and the violin virtuoso Josef Suk
(1929-2011). The acquired material contains personal documents, books, photographs,
musical manuscripts, trophies, objects that have passed through Suk’s hands, and above
all, a very valuable, extensive collection of correspondence written for the most part by
representatives of music and the visual arts of the 20" century from this country and from
around the world. The article describes in detail the letters of the Dvorak family that have
been preserved as originals.

Josef Suk, schoolmaster - Josef Suk, composer - Josef Suk, violin virtuoso -
correspondence - Antonin Dvorak - Otilie Sukova-Dvorakova - Josef Suk collection at the
Czech Museum of Music

This year we will be commemorating the 140" anniversary of the birth of the important
Czech composer, violinist, and pedagogue Josef Suk (1874-1935). He was one of the
greats of Czech Romantic music, and together with Vitézslav Novak and Leo$ Janacek,
was among the leading representatives of early Czech modernism. As a pupil, great
devotee, and later even son-in-law of Antonin Dvorak, he had difficulty promoting his music
at a time when controversy over Dvorak was still raging. That, however, already belongs
to the rather distant past, nearly a hundred years ago. Today, Suk’s music is receiving
deserved recognition both in his native country and around the world. His music has
a firmly established place in the concert repertoire, and we find Suk’s name in all of the
important musical encyclopedias and dictionaries.

Josef Suk was born on 4 January 1874 in Krecovice near Neveklov. He died on 29 May
1935 in nearby BeneSov. He returned to his native region after a full sixty years of life.
He is buried in his native KreCovice opposite the main entrance to the Church of St Luke,
where he listened to music from his early childhood.

The National Museum - Czech Museum of Music (hereinafter Czech Museum of
Music) is in charge of a collection containing the composer’s relatively comprehensive
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estate.! The museum received the most recent addition to its collection just this year? from
Mrs. Marie Sukova, the wife of the composer’s grandson, the violin virtuoso Josef Suk.
Like earlier acquisitions,® this new material also contains a large quantity of very valuable
collection items that were either created by Suk himself (correspondence written by the
composer and manuscripts) or were in his possession (correspondence addressed to
the composer, photographs, memorabilia of parents, of Suk’s wife Otilie (the daughter of
Antonin Dvorak), of his son Josef, books, gifts from friends, or sheet music with comments
in the composer’'s handwriting). Thanks to these items, our existing knowledge about
Suk’s life and work has been greatly enhanced, with the addition of details to the mosaic
of facts that we have so far been able to create.*

The newly obtained objects relate to four generations of the Suk family - the school
headmaster Josef Suk (1827-1913), the composer Josef Suk (1874-1935), his son the
agricultural engineer Josef Suk (1901-1951), and his grandson, the violin virtuoso Josef
Suk (1929-2011). We have here the personal documents of the first three generations
of Suks and of their wives - birth, baptismal, marriage, domicile, and death certificates
as well as, for example, the tax records of the headmaster Josef Suk or the engineer Josef
Suk’s diploma.

The correspondence is the most interesting part of the newly acquired material. Among
the oldest items is a box with the letters of the headmaster Josef Suk. Among other things,
it contains his love letters to Emilie Baumannova, whom he married in 1856. There is also
one letter from Emilie Sukova. The box also contains later correspondence from Josef and
Emilie to their son Josef and his wife Otilie (née Dvorakova). A draft of a letter written by
the school headmaster concerning reviews of the premiere of Suk’s tone poem Praga is
important with regard to the composer’s work.

There is a noteworthy collection of memorabilia from the estate of Nasta Haskovcova-
-Krausova, a friend of Emilie Sukova, the sister of the composer Josef Suk, who lived in
JindfichGv Hradec. The items were returned to the Suk family by Nasta Haskovcova’s heirs.
Probably the oldest known letter was found here among the composer’s correspondence.
It was addressed to his parents and his sister Emilka. It is undated, but from the context
it obviously dates from between 1886 and 1892, when Suk was a student at the Prague
Conservatory. This collection also contains more of Suk’s letters from a later period, letters
of his parents Emilie and Josef Suk, unknown photographs of Magda Dvorakova® and of
the headmaster Josef Suk in Krecovice, and also photocopies of a manuscript.

This work was financially supported by Ministry of Culture of the Czech Republic (DKRVO 2014/44, National
Museum, 00023272).

1) The collection of the Czech Museum of Music S 184 now contains more than two and a half thousand ca-
talogued items.

2) Acquisition no. 22/2014.

3) Acquisition no. 16/2007. Also cf. VOJTESKOVA, Jana: Pamétky z rodiny Josefa Suka / Memorabilia from the
Family of Josef Suk, Musicalia, Vol. 2, 2010, Nos. 1-2, pp. 99-103, 104-109.

4) The most important books published so far: Josef Suk. Zivot a dilo. Studie a vzpominky (Josef Suk. His Life
and Works. Studies and Recollections), ed. J. M. Kvét, Hudebni matice Umélecké besedy v Praze, Prague 1935;
Josef Suk. Tematicky katalog skladeb / Thematic Catalogue of the Works, ed. Zdenék Nouza - Miroslav Novy,
Editio Barenreiter, Prague 2005, 487 pp.; Josef Suk. Dopisy o Zivoté hudebnim i lidském (Letters about Musical
and Human Life), ed. Jana Vojtéskova, Editio Barenreiter, Prague 2005, 564 pp.

5) The daughter of Antonin Dvorak and the sister of Suk’s wife Otilie.
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Among the correspondence sent by Josef Suk during his lifetime, there is a large
quantity of picture postcards. He sent postcards mainly to his wife Otilie from all of his
tours with the Czech Quartet.® Once he even sent her five different postcards from one
place on the same day. The museum has now obtained nearly 200 more postcards. Suk
did, however, also write to other people - to his sister-in-law Magda Dvorakova or to Milada
Frantova, the young daughter of the physician Dr. Jaroslav Franta. Milada kept Suk’s
postcards in an album that is now being added to the holdings of the Czech Museum of
Music. Unfortunately, the album is no longer complete.” Later, Suk addressed postcards
from his travels to his son and to the housekeeper Anna Némcova, who was caring for his
son. These, too, are now becoming a part of the holdings of the Czech Museum of Music.

An important component of the newly acquired material consists of correspondence
received from the Dvorak family. The original set consisted of 96 letters, which the
composer’s granddaughter Véra Johnova divided among her individual children and their
descendants (the children Otilie, Anna, Magda, Antonin, Otakar, and Aloisie) in 1991. The
heirs of Otilie Dvorakova - the Suk family - obtained a total of 22 letters. These letters
were distributed according to the individuals whom the contents concerned personally. The
Suk family took possession of letters written by Otilie to her parents and of those written by
her mother Anna Dvorakova to Otilie, to her siblings, and to other family members.®

The set includes seven letters by the Dvorak’s wife, Anna Dvofakova.® Anna Dvorakova’s
letters are entirely unknown; so far, neither these nor other letters by Dvorak’s wife have
been published.’® Anna Dvorakova sent the oldest of the letters from America. She did
not state the year, but the context indicates that she wrote the letter on 25 Feb. 1895.1*
Another five letters are dated to November and December of 1898 and are addressed to
the newlyweds Josef Suk and Otilie Sukova. A sixth letter from Anna Dvorakova is addressed
to the parents of Josef Suk. Anna Dvorakova had difficulty dealing with separation from
Otilie, and she frequently reported to her about events at home. Among other things, the
mother informed her daughter that Antonin Dvorak had received the Order of Science
and Arts from the emperor and that on 4 Dec. 1898 he had taken part in Vienna at the
premiere of his symphonic poem A Hero’s Song with the Vienna Philharmonic conducted
by Gustav Mahler.

The oldest of the letters from Otilie Dvofakova to her parents dates from 1886, when
the eight-year-old Otilie and her two sisters (Anna and Magda) wrote a cheerful message in
lovely handwriting on lined stationery. Johanna, their nanny at the time, added a postscript

6) He married her on 17 November 1898.

7) Of the 100 picture postcards that Marie Svobodova counted in the album, only 67 have come into the
possession of the Czech Museum of Music.

8) Eva Myslivcova discussed the letters of Otilie Sukova-Dvorakova in her paper Otilie Dvorakova. Her advisors
were Tereza Havelkova and Vit Zdralek, Charles University Faculty of Arts, Prague 2014.

9) Atthe end of the article, there is an overview of all of the letters including synopses of their contents.

10) Justafew short letters have been published: Antonin Dvorak. Korespondence a dokumenty (Antonin Dvorak.
Correspondence and Documents) (hereinafter the ADKD), ed. Milan Kuna et al., Vols. 1-10, Editio Supraphon /
Editio Barenreiter, Prague 1987-2004.

11) We are indebted to David R. Beveridge for the dating of certain of the letters.
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on additional pages.'? Another five letters date from November and December 1894,
when Antonin Dvorak was staying in America with his wife and son Otakar while the rest of
the family had remained in Prague.® Otilie reports on 7 November about a concert of the
Czech Quartet and in two other letters dated 11 November about the health of the family
and a performance of Dimitrij. She wrote about it again on 15 November, and she also
reported about the travels of the Czech Quartet and reviews of the New World Symphony.
The last and longest letter dates from 1894 (6 December).

Otilie Sukova wrote four letters addressed to her parents at the time of her marriage
to Josef Suk. She sent the oldest of them, dated 12 June 1901, to Antonin Dvorak for
his name day. She wrote the last of them after Antonin Dvofak had died (26 May 1905).
That is also probably one of the last letters that Otilie wrote. On condolence stationery
with a black frame, she wrote from Prague to her mother who was in KreCovice caring
for her son. She writes about the findings of a medical examination performed on her
by Dr. Chodounsky, according to which she was not at risk from any health problems.
Unfortunately, as we now know, the physician was wrong, and Otilie Sukova died six weeks
later (6 July 1905).

Besides Otilie’s letters, the set also contains two letters from her aunt Terezie Koutecka,
known as Rézi (the sister of Anna Dvorakova), one letter from Otilie’s uncle Ladislav
St&panek, and one from an American friend named Sadie Siebert (incomplete). One of
Terezie Koutecka’s letters is dated 1893, when she had accompanied the Dvorak family to
America and was staying with the children in Spillville in August, while Antonin Dvorak, his
wife, and Otilie took a trip to Chicago. The second letter is undated, but it can be inferred
from the context to have been written after the wedding of Josef Suk and Otilie in 1898,
when the newlyweds had departed for Vienna. Ladislav Stépéanek’s letter was addressed
to his mother-in-law Klotilda Cermakova, the mother of Anna Dvofakova, and it deals with
family matters. The torso of a letter (page two is missing) from Sadie Siebert!* to Otilie
Dvorakova is a message of thanks for a broach that Otilie’s mother - Anna Dvorakova
- had brought for her daughter’s American friend. The author of the letter is also sorry
that Otilie did not come to America with her parents in 1894, and she describes a new
technology - the typewriter she is using to write the letter in question.*®

Besides originals, the set also contains photocopies of handwritten letters from Otilie
Dvorakova to her parents and her sister Anna, the originals of which are now lost. The
letters were written in Usti nad Labem around 1894-1895, when the sixteen-year-old Otilie
was staying with her uncle Ferdinand Cermak, her mother’s brother.® Marie Svobodova

12) This letter is printed in the ADKD, but Johanna’s postscript has not been published. The letter is identified
as being held as private property.

13) These letters are printed in the ADKD.

14) The letter is signed ‘Seibert’. This spelling error was probably caused by the use of a typewriter; other
sources give the name as ‘Siebert’. | wish to thank D. R. Beveridge for verifying the name.

15) Originally, the set contained a letter from Klotilda Cermakova to Antonin Dvofék dated 30 Dec., but that
letter was not turned over with acquisition no. 22/2014 to the Czech Museum of Music. D. Beveridge believes
that this is the letter dated 30 Dec. 1894. A summary of its contents is found in ADKD Vol. 7, p. 322.

16) The letter to her parents is not published in ADKD.
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published these letters under
the title Josef Suk. Dopisy
nejblizsim (Josef Suk. Letters
to Those Who Are Dearest)
(Supraphon, Prague 1976, pp.
141-149), but her edition is not
very well known in the context
of the Dvorak literature. A poem
written by Otilie in memory of
her father, Antonin Dvorak,* and
Otilie’s will*® are also printed in
the book. The Czech Museum
of Music has now received the
originals of these two documents
as well.

The museum will how be in
possession of three albums of
correspondence of the composer
Josef Suk, most of which was
previously unknown. The oldest
letters chronologically are
contained in a brick-red album
in horizontal format*® with a gold
embossed emblem. As we learn
fromthefirst letter inserted in the
album, in 1956 the composer’s
grandson and his wife had an
alboum made with cellophane
pockets, into which they could
insert letters, postcards, and

Josef Suk, pani Kvicalova a Roman Vesely na vyleté / Josef Suk,
Mrs. Kvicalova, and Roman Vesely on an excursion

Fotografie neznamého autora / Photograph by an unknown
photographer

NM-CMH, &. pf. / Acquisition no. 22/2014

a few drafts, all of which are written in the hand of his grandfather, the composer Josef
Suk. The correspondence was addressed to the composer’s son (i.e. to the father of the
creator of the album), and later also to his family. The album is not arranged in order, but
the letters mostly date from the 1920s and '30s.

A more modern album with black plastic covers® contains 50 cellophane pockets
filled with letters addressed to the composer Josef Suk. The number of letters greatly
exceeds the number of pockets, because some of them contain several letters. That

17) Josef Suk. Dopisy nejblizSim, ed. Marie Svobodova, Supraphon, Praha 1976, pp. 149-151.

18) Ibid., pp. 151-152.
19) Dimensions: 235 : 315 mm.
20) Dimensions: 320 : 230 mm.
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album is continued by yet another - a brown album with the same format and design. The
individual letters are arranged alphabetically in the albums, and more than 100 cultural
figures are represented, some of whom were personal friends of the composer Josef Suk.
Among those persons were Emil Axman, Jan Branberger, Edvard BeneS, Hugo Boettinger,
Karel Capek, FrantiSek Drtina, Olga Drtinovéa, Fanny Davies, Josef Bohuslav Foerster, Emil
Filla, Adolf Heyduk, Bohuslav Hostinsky, Jifi Herold, Karel Hoffmeister, Vladimir Helfert,
Emil Hlobil, Alois Haba, Emanuel Chvala, Leos Janacek, Alois Jirasek, Josef Jiranek, Karel
Boleslav Jirak, Jaroslav Jezek, Julius Kalas, Jaroslav Kvapil, Jaroslav Kocian, Jaroslav
KFicka, Adolf Kaspar, Cenék Kvicala, 15a Krejéi, Vitézslav Novak, Oskar Nedbal, Frantisek
Ondfricek, Otakar Ostrcil, Ferdinand Pecirka, FrantiSek Picha, Karel Reiner, Antonin Sova,
Richard Stretti, Leone Sinigaglia, Blanche Selva, Bohumir Stédrof, Vaclav Stépan, Max
Svabinsky, Otakar Sourek, Véaclav Talich, Roman Vesely, Boleslav Vomaé&ka, Ladislav
Vycpalek, FrantiSek Weyr, and Julius Zeyer.

Along with the previous two albums, there is also a newer guest register in a black
leather binding with gilt-edged paper. It has 204 numbered pages and a table of contents
at the end. At first, the book was used by the composer’s son, who had people visiting his
father make commemorative entries. The first such entry was made by Alois Jirasek in
1918. That same year, there followed a drawing by Hugo Boettinger, and entries by Otokar
Brezina, Adolf Heyduk, and FrantiSek Drtina. In the 1920s, a letter from Emil Jaques-
-Dalcroze was added, along with a drawing by Adolf Kaspar, an entry of musical notation
by Vitézslav Novak, an entry in verse by Antonin Sova, an autograph from Karel Vaclav
Rais (dedicated to his daughter), a drawing by FrantiSek Bilek, an entry by Vincent d’Indy,
and a letter from Bernardino Molinari. Drawings by Otakar Nejedly and Cenék Kvicala
start off the entries from the 1930s. Next come the signatures of visitors to the grand
opening of an exhibition of the works and memorabilia of Josef Suk held at the Prague
Central Library on 17 January 1934. Even after Suk’s death in 1935, his friends and
acquaintances continued to visit KfeCovice. Among those who left comments in the book
were Jaroslav Kocian, Vaclav Talich, Ota Horakova, and the Ondficek String Quartet. New
entries gradually began to appear less frequently. Memorabilia of the composer Josef Suk
were pasted into the book. There is a Dvorak signature dated to 1902 along with letters
from Zdenék Fibich, LeoS Janacek, Vitézslav Novak, Josef Bohuslav Foerster, Otakar
Ostréil, Rudolf Karel, VaSa Suk, Bohuslav Martin(i, Pavel Bofkovec, Jaroslav Jezek, and
many others. Letters written to the composer’s grandson - the violinist Josef Suk - are
pasted into the back of the book. Among the authors of those letters are Jaroslav Kocian,
Rafael Kubelik, Alfred Brendel, Bedfich Janacéek, Franco Gulli, llja Hurnik, Yehudi Menuhin,
and Andre Navarra.

Besides correspondence, the new addition to the Suk collection also contains
iconographic material. Five albums containing mostly amateur photography depict the
composer Josef Suk, his family, and friends on informal occasions. There are previously
unknown photographs taken in KreCovice and the surrounding area at various gatherings
of Suk’s friends and acquaintance who came there to visit him. Among those appearing
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in the photographs are the painter Cenék Kvi¢ala and his wife, Otakar Nejedly, Jan
Herben, Marie Herrmannova, Mihovil Logar, Ladislav Vycpalek, and many others. One
of the albums depicts the family of the composer’s son the agricultural engineer Josef
Suk. Josef Suk the composer also kept three photographs given to him personally with
handwritten dedications by Leo Tolstoy (Moscow, 31 Dec. 1895), Nikolai Rimsky-Korsakov
(12 Oct. 1899), and Alexander Glazunov (12 Oct. 1899) as cherished memorabilia. In
addition, Josef Suk carefully preserved photographs that he had received in his youth -
especially photographs of Otilie as a young girl. Among them is probably the oldest known
photograph of Otilie from her stay in New York in 1892-1893; Suk’s future wife give him
the photograph, dedicating it to him with a handwritten inscription.

Several old books preserved from the 18" century by the Suk family are also of
significance. The oldest of them is a hand-written hymnbook dated 1730,% copied
according to the title page by Karel Josef Cesky, 22 the cantor in Slivenec and the great-
great-grandfather of the composer’s mother. Two books from the 18" century probably
come from the estate of the headmaster Josef Suk. A book titled Mladssi Robinson,
k prilemnému a uziteCnému obweseleni welkych, y malych ditek (W Hofe Kuttny, 1797)
(Robinson the Younger, for the Pleasant and Useful Entertainment of Children Both Big and
Small, Kutna Hora, 1797) might still have been in use as a reader when the composer was
in his youth. Unfortunately, the very worn paperback copy of the book bears no indication
of its owner. Among the very valuable books, of which there are today very few existing
copies, is an art history book titled Historisch=malerische Darstellungen aus B6hmen by
A. G. Meissner with fourteen illuminated copper engravings based on drawings by F. C. Wolf,
published in Prague by J. G. Calve in 1798.%%

The other books in the legacy are from the 19t century. These are mostly prayer books
and religious writings.?* Several little devotional graphic images or obligatory sacred icons
are also inserted in them. In addition, two more books signed by Otilie Sukova have been
preserved, thanks to which we learn that she read a science fiction work titled Drama

21) Zaczynagyse Pisnie O neyswietieyssym Jmenu Pana JeZysse Krysta - Sepsany Leta 1730 dne 17. febr.
odemnie Carla Josepha CZeskiho toho CZasu Cantora Slywenetjskyho (Let Songs Begin on the Holy Name of the
Lord Jesus Christ - Copied in the Summer of 1730 on 17 Feb. by Me, Karel Josef Cesky, at Present the Cantor of
Slivenec).

22) He was born in 1700 in Turnov; according to J. M. Kvét, the date of his death is unknown. Cf. KVET, J. M:
Josef Suk. Zivot a dilo. Studie a vzpominky (Josef Suk. His Life and Works. Studies and Recollections), Hudebni
matice Umélecké besedy, Prague 1935, p. 18. The date can probably be deduced from the following comments
written in the hymnbook: from 20 April 1764 to 10 Nov. 1774 in Klu€enice, from 10 (?) 1774 until 29 Jan. 1779
in Borotice, from 29 Jan. 1779 until 15 Aug. 1779 in Zivohost, from 15 Aug. 1779 until 24 Jan. 1781, after
retirement on 24 Jan. 1781 - in KrecCovice. The last date is either the exact date of the death of Karel Josef
Cesky, or else he died shortly thereafter.

23) The National Library, the Library of the Academy of Sciences, the Library of the National Museum, and the
Moravian Library each have one copy. The book probably originally contained the name of its owner, but the
signature is poorly legible and does not indicate ties to the Suk family.

24) Smlauvy aneb chvalitebné reci swatebnj pro Druzbu neb drZitele swatby (Weddings Vows or Words of Praise
for the Best Man or the Host of the Wedding), printed in Litomys| 1851; Zlaty nebe kli¢, totizto nabozné modlitby
(The Golden Key or Holy Prayers), manuscript, 1845; ALBACH, J. S.: Posvatni zvukové. Modlitby a uvaZovani (Holy
Sounds. Prayers and Thoughts), printed (with a manuscript inscription: 7 September 1878 misfortune); Die
heilige Messe, Lindau 1869.
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budoucnosti (Drama of the Future) by Ignatius L. Donnelly (written under the pseudonym
Edmund Boisgilbert).? This novel about rebellion against a global oligarchy predicts events
in the year 1996. The other book, titled A Troublesome Girl, was published by the British
author Marie Correli under the pseudonym Duchess.?® Otilie probably read the book during
her stay in New York, and a large number of handwritten comments and the signatures of
the members of the Czech Quartet were added to it at a later time.

The newly acquired material from the Suk family also contains musical manuscripts.
Most of these are little manuscripts dedicated to Suk by his friends and pupils - Jaroslav
Kricka, Milos Bezdék, Vaclav Kalik, Josef Holub, Jaroslav Jeremias, and FrantiSek Picha. In
a copy made by Jan Miroslav Kvét, there is music by Jifi Herold: his Elegie and the Prelude,
Song and Etude from his Suite for Violin and Piano from the year 1897. A printed copy
of Suk’s piano suite O matince (About Mother)?” contains comments in the composer’s
handwriting.

Unfortunately, it is not possible within the scope of this article to mention all of the
objects contained in the newly acquired material. For example, the medals received by
the composer and by his grandson, the violin virtuoso Josef Suk, would be a chapter all by
themselves. Some ceramic objects collected by the composer are also of interest. The goal
of this article is primarily to attract attention to a new, important collection of memorabilia
obtained by the Czech Museum of Music. More time is required for the detailed processing
and study of this material. Only then will researchers have at their disposal an inventory
of the material newly added to the Suk collection. Nonetheless, this material can already
be said to be of great value. Especially in the area of correspondence, it will provide plenty
of material for new publication. The new material also contains a number of interesting
objects that one would not necessarily expect to find in a Suk collection.

An overview of letters from the Dvorak family, originals of which are preserved in
acquisition no. 22/2014, arranged alphabetically by the sender

Except where stated otherwise, the letters have not been published.

Dvorakova Anna, Magda, and Otilie [to their parents] Anna and Antonin Dvorak
Prague, 8 Oct. 1886
[published in ADKD Vol. 6, p. 95; the attached letter from Johanna has not been published]

We are very glad that you have made it safely across the ocean...

Greetings to the parents from their children. The nanny Johanna added information about family
members who remained in Prague.

Handwritten in ink, one bifolio with writing on 3 pages, 177 : 114 mm, postscript from Johanna

25) The book was originally published as: BOISGILBERT, Edmund: Caesar’s Column: A Story of the Twentieth
Century, Chicago, F. J. Shulte and Co., 1890. Czech translation: BOISGILBERT, Edmund (=Ignatius Donnelly):
Drama budoucnosti. Z historie XX. Stoleti (Drama of the Future. From the History of the 20" Century), translated
from English by Vaclav Patejdl, J. R. Vilimek, Prague [1896].

26) Published by Minerva, New York [1890].
27) Published by M. Urbanek, Prague 1922.
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Dvorakova Anna [the composer’s wife] to Klotilda Cermakova and the Dvorak children [New York],
25 Feb. [1895]

In response to your letter, which we received today...

An expression of concern about her ailing daughter Aloisie. The letter deals with Otilie’s relationships

and with Antonin’s grade for deportment as school. She expresses regret that she did not receive
a letter that had they had posted on 5 Jan.

Handwritten in ink with writing on 4 pages, 203 : 124 mm

Dvorakova Anna [the composer’s wife] to Otilie and Josef Suk

S. ., [November 1898]

Mommy and daddy left for home on Saturday...

[Suk’s] parents had departed, and the Dvoraks were left by themselves, so they went on a trip to
Vysoka. They paid the priest 15 gulden for the wedding. They will be writing to Griinfeld’s address.
They will send the fur coat and passport to the hotel. Sinigaglia sent two boxes of sweets. A parcel
with some silver has also arrived for Otilie from Amsterdam. Did they get the copy of the journal
Politik? They sent one copy to Kfecovice and one to MarSovice.

Handwritten in ink, one bifolio with writing on 3 pages, 170 : 108 mm

Dvorakova Anna [the composer’s wife] to Otilie and Josef Suk

[Prague, 26 Nov. 1898]

We received your letter today (Saturday)...

Today they received a letter that Nedbal had turned over the money, but they did not write about
whether the letter had arrived that they had sent to the hotel addressed to Grunfeld, and whether
they had received the fur coat, sweets, and passport. They are sending a letter from Sinigaglia.
Reminiscences about Suk and Otilie.

Handwritten in ink, 1 folio with writing on 2 pages, 150 : 112 mm

Dvorakova Anna [the composer’s wife] to Otilie and Josef Suk

[Prague], [ca. 29 Nov. 1898]

| wrote to you on Saturday, and today | am already writing again...

The letter announces the birth of a son to Suk’s brother Antonin. It comments on certain wedding
gifts and reports that the priest did not accept much money for doing the wedding. She misses her
daughter very much.

Handwritten in ink, one bifolio with writing on 4 pages, 173 : 111 mm

Dvorakova Anna [the composer’s wife] to Otilie and Josef Suk
S. 1., 1 Dec. [1898]

We got your letter from Pest and all of the others...

They got the letter from Pest and all of the others. The Suk family sent a tax return by registered
mail. Dvorak advises that each of them should report income of 1,000 gulden, so they would pay
about 10 gulden a year in taxes. Dvorak received the Order of Science and Arts from the emperor.
They will be going to Vienna on Friday night, and they are sorry they will not have time to see their
daughter and son-in-law. Otilie should alter her wedding gown for Berlin. Grandmother is no longer
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in good health. At the conservatory, she has spoken with Sladek, who was supposedly asked about
the earnings of the Czech Quartet. How do they like it in Italy?

Handwritten in ink, one bifolio with writing on 4 pages, 175 : 111 mm

Dvorakova Anna [the composer’s wife] to Otilie and Josef Suk
S. 1., 7 Dec. [1898]
We have received your cards and letters...

On the second [of December] they left for Vienna, and the rehearsal with Mahler was on the third.
Dvorak had a meeting at the theatre. The visited the Rezek, Albert, and Richter families. They
returned home on Sunday after the concert. The concert was a success. Dvorak had to take several
bows. Hanslick wrote a nice review in the newspaper Reichswehr.

Handwritten in ink, one bifolio with writing on 3 pages, 175 : 111 mm

Dvorakova Anna [the composer’s wife] to Emilie and Josef Suk
[Prahal, s. a.

Forgive me for not already having been able...

She sends thanks for a parcel with food, and she reports about Otilie and Josef Suk’s trip to Vienna.
There will be a concert in Prague on 27 Dec. Then they will be leaving for KfeCovice.

Handwritten in ink, one bifolio with writing on 3 pages, 175 : 110 mm

Dvorakova Otilie [to her parents and brother] Antonin, Anna, and Otakar Dvorak
[Prague, 7 Nov. 1894]

[ADKD, Vol. 7, p. 273; the enclosed letter from Antonie Stépankova is unpublished]
We now know with certainty that you have arrived safely in America...

She attended a concert of the Czech Quartet with Anna and Aunt Rézi. They played Fibich’s Piano
Quartet, a string quartet movement by Schubert, a waltz by NeSvera, Tchaikovsky’s Andante
cantabile, Glazunov’s Orientale, and Beethoven’s Septet. There is discussion of the performance.
She goes to Kaan for lessons, and she played a 4-hand piano arrangement of a Mozart quintet and
an overture with him.

Handwritten in ink, one bifolio with writing on 4 pages, 124 : 204 mm, with a letter from Antonie St&pankova
enclosed

Dvorakova Otilie [to her mother] Anna Dvorakova
Prague, 11 Nov. 1894

| received your letter...
About her relationship with Smély

Handwritten in ink, one bifolio with writing on 2 pages, 230 : 124 mm

Dvorakova Otilie [to her parents and brother] Antonin, Anna, and Otakar Dvorak
Prague, 11 Nov. 1894
[ADKD, Vol. 7, pp. 274-275]

On Saturday we received a letter from you, dear mother...

She reports on the health of the family and about Otilie’s and her siblings’ activities. The children
attended a performance of Dimitrij. She sends reviews from the newspapers Narodni listy and
Politika, but not from Politik and Hlas.

Handwritten in ink, one bifolio with writing on 2 pages, 203 : 124 mm
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Dvorakova Otilie [to her parents and brother] Antonin, Anna, and Otakar Dvorak

Prague, 15 Nov. 1894

[ADKD, Vol. 7, pp. 282-284]

It is now Thursday evening...

She has been to see Dimitrij for a third time. She likes it better now than the first time. Maturova
sang especially well. The Czech Quartet has returned from Germany. Suk was with them, and said
they had great success. They were invited to the home of Simrock, and Sarasate was also there. They
spoke about Dvorak. They played Dvorak’s Quartet in C Major in Berlin and Leipzig. In Prague, they
will be playing the quintet with contrabass. BoleSka and Smély read in the German newspapers that
the New World Symphony was played in two cities. One critic praised it, but the other wrote that the
work was beneath Dvorak. She asks about American acquaintances and about Kovarik.

Handwritten in ink, 1 bifolio and envelope, written on 4 pages, 200 : 124 mm, envelope 105 : 128 mm

Dvorakova Otilie [to her parents and brother] Antonin, Anna, and Otakar Dvorak
Prague, 6 Dec. 1894

[ADKD, Vol. 7, pp. 296-298]
Today is the Feast of St Nicholas...

They took part at a concert of the Czech Quartet. They played quartets by Mozart and Rubinstein
and a sonata by Nedbal. It was awarded a prize of 250 gulden, Suk got 500 gulden, and Dvorak
got 1000 gulden. The money has arrived, and when they get it from the Academy, they will take it
to Prochazka at the bank. In the evening, they will be visited by Suk, Nedbal, and Boleska. She got
a letter and a pin from Sadie. She got mother-of-pearl opera glasses from grandmother. She has
been embroidering her clothing. Her sisters have gotten their school grade reports, but Antonin did
not. She asks whether they have found [the manuscript of] Dimitrij. Rubinstein has died, and Bendl
is now the professor at the conservatory.

Handwritten in ink, 1 bifolio and 1 folio with writing on 6 pages, 200 : 122 mm

Dvorakova Otilie [to her mother] Anna Dvoiakova
S. I., [before 19 June 1902]

As usual, I am sending you something that will make you angry...
About the purchase of the broach. The copy of Pod jabloni (Under the Apple Tree) is finished.

Handwritten in ink, one bifolio with writing on 4 pages, 124 : 144 mm

Koutecka Terezie to Otilie Dvorakova
Spillville, 11 Aug. 1893
It would seem that apart from the high prices and the smoke, you are...

She writes to Chicago about how Otilie’s siblings are doing. She reports about correspondence
received for the Dvorak family, mostly from Bohemia.

Handwritten in ink, one bifolio with writing on 4 pages, 125 : 202 mm

Koutecka Terezie to Otilie Dvorakova
S. |, [after 20 Nov. 1898]

You must be surprised that | am writing to you on such papet...

Otilie’s parents were worried about whether they had arrived safely in Vienna. They will be pleased
to receive a letter. A parcel from Sinigaglia in Italy has arrived with sweets. There is also a package
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at customs from the Netherlands. She will send the Sunday edition of the newspaper Politika with
an article about Suk’s and Otilie’'s wedding.

Handwritten in ink, one bifolio with writing on 3 pages, 184 : 111 mm

Siebert Sadie to Otilie Dvorakova
New York, 24 Nov. 1894

No doubt you will be surprised to get a letter from me...

Sadie thanks for the broach brought to her by Otilie’s mother. She is sorry Otilie did not come to
America with her parents. She writes using a typewriter and introduces it as a new invention.

Duplicate, 2 folios with writing on 2 pages, 267 : 201 mm, torso, page 2 is missing

Sukova Otilie to [her father] Antonin Dvofak
Krecovice, 12 June 1901

Please accept congratulations from me and my husband...
Congratulations.

Handwritten in ink, 1 folio with writing on 1 side, 175 : 113 mm, torso

Sukova Otilie to [her parents] Antonin Dvofak and Anna Dvofakova
Krecovice, 10 June 1902
Please accept from both of us, and also from little Josef...

Congratulations on Antonin Dvofak’s name day. She thanks him for money and for paying their taxes.
Congratulations also for Dvorak’s son Antonin. A postscript for Anna Dvorakova tells about how well
Otilie’s son Josef is doing.

Handwritten in ink, one bifolio with writing on 3 pages, 224 : 144 mm

Sukova Otilie to [her mother] Anna Dvofakova
Prague, 26 May 1905

So we have arrived safely in Prague...

About her illness and about Rusalka.

Handwritten in ink, 1 bifolio and envelope with writing on 4 pages, 148 : 108 mm

[Stépanek Ladislav to Klotilda Cermakoval
Pardubice, s. a.
We whish you happy holidays, although | must remain at the office for now...

He sends wishes for happy holidays encloses 35 gulden. They will send a goose for the holidays. He
asks about Terezie [Koutecka]. The children are well. A long letter will follow.

Handwritten in ink, 1 folio with writing on 2 pages, 222 : 143 mm

Stépankova Antonie to Anna Dvorakova [the composer’s wife]
S.l,s.a.

Please allow me to take the liberty of also adding a few lines...
This explains why Otilie is with them in Pardubice.

Handwritten in ink, 1 folio with writing on 2 pages, 175 : 113 mm, enclosed with the previous letter
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FrantiSek Bilek: UkriZovany / The Crucifixion
Kresba uhlem, papir na platné / Charcoal
drawing, paper on canvas, 1896

Galerie hlavniho mésty Prahy / Prague City
Gallery, K 3146

FrantiSek Bilek: Podobizna Josefa
Bohuslava Foerstera / A Likeness of Josef
Bohuslav Foerster

Drevorezba / Wooden sculpture, 1930
Galerie hlavniho mésta Prahy / Prague City
Gallery, P 494

Musicalia 1-2 / 2014 B 133



\ |

S5 R A

N e
LAl g vaEeses ca vedls
7 7

?--"___.--H-ir--i _Ifl/l‘?’lﬂ'? P -~ Tlowre, ¥'F FeweXia

i L asere Pl pl2 T ..,;J _.7 P
Jfa:-//..:',',ﬂm- A T PR — SR {F ")’ pw-ﬁ-p..f}'_?

[/ ,4'7 £ rAfn?'!ﬁ.,H_.a.‘/' e o~ e F7 Eain ":Iﬁ:..v:..ﬂ-ﬂ,'
R -I.'-’ EF e g R S A P -"7:?;-1 -"'-’{:.;w d':-’
ﬂ FER A " =
L NN, [P ., S ¢ 1A @;r.t’p&a—r{{;' ;M’ ,-:-’EMJ -

= . — — * —— i
Boned Fawwe wimcdr s Al Bty A A e ?"_;’.
/g.‘m&...f,, L e q/ubm j,/q-.-/hﬂ.“. L= WS

JR—— p#—rn.*:m-.. = B RS 1S ot g

?pﬂquﬁ-ﬂf/ﬁﬁyiﬁ ] I i 4-4-:___,.‘--(4-?; i

B [P P S e e .u--nl-f.z P ’__4-..-—1-2-"2'{" fr— -"...,?f' =
Freer . Paviniad  mr afeearil e .-w/mm

f_,tf- ﬂ/p’?/ﬁymr-/ - M—*':ﬁ'fh/;r .J-w##ﬁa#
G'_’..sif/rc # wrma.

Pl ow nleFn 4’ v Hdumy e i

A P"ﬂrl-t'-._,-i- r .

Moy P
Jw_/m f) -A/W VL?

i B o fl’r-m- H#H'H“
7

.M-.h-:? m&{ o
imrr‘-;‘:;'hl._,ﬂ :--"-u-:m-rq- 2

A A - S e
e g

Dopis Frantiska Bilka Josefu Bohuslavu Foersterovi / Letter from FrantiSek Bilek to Josef Bohuslav Foerster
[Praha], 31. 12. 1934 / [Prague], 31 Dec. 1934

NM-CMH, &. pt. / Acquisition no. 46/98
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Dopis FrantiSka Bilka Josefu Bohuslavu
Foersterovi / Letter from Frantisek Bilek
to Josef Bohuslav Foerster

Praha, 6. 3. 1905, kresba F. Bilka s tex-
tem: ,NejvySSimi pravdami nam zafis -
sviti§ - nas Slehas a my jsme k nim hlusi a
slepi“ z 1. strany dopisu / Prague, 6 Mar.
1905, drawing by F. Bilek with the text:
“You shine upon us - illuminate us - with
the highest truths, You beat them into us,
but we are blind and deaf to them”, from
the first page of the letter

NM-CMH, &. p¥. / Acquisition no. 46/98

Kancional Karla Josefa Ceského / Hymnal
of Karel Josef Cesky

Titulni strana, rukopis / Title page,
manuscript, 1730

NM-CMH, €. p¥. / Acquisition no. 22/2014
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Blahopfani Emilie a Josefa Sukovych k narozeni
jejich vnuka Josefa Suka (1901-1951) /
Congratulations of Emilie and Josef Suk for the
birth of their grandson Josef Suk (1901-1951)

[Kfecovice, po 19. 12. 1901 / Krecovice, after
19 Dec. 1901]
NM-CMH, &. pf. / Acquisition no. 22/2014

Otilie Dvofakova

S. 1., s. a., fotografie neznamého autora /
photograph by an unknown photographer
NM-CMH, &. pt. / Acquisition no. 22/2014

Josef Suk (1874-1935)

S. 1., 30. Iéta 20. stoleti / 1930s
Fotografie neznamého autora /

Photograph by an unknown photographer
Soukroma sbirka / Private collection
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Zacnete panny zpivati ...
a hrati, aneb libezne
rozsatna marginalie

K ritornelum Michnovy
Loutny ceské

PETR DANEK - TEREZA DANKOVA

Vénovano pamatce Pavla Gilika

N ovodoba cesta za poznanim?! hudebni ¢asti Michnovy sbirky Loutna ¢eska z roku 1653
nebyla a stale neni zcela jednoducha. Zacina ve 20. letech minulého stoleti, kdy na
existenci tohoto dila poprvé upozornil Emilian Trolda svym ¢lankem Neznamé skladby Ada-
ma Michny.? Odbornou verejnost v ném seznamil s existenci dvou jedineénych pramen(
k Michnové Loutné ¢eské: informoval predevsSim o svém nalezu opisu, resp. vypisu z Mich-
nova dila, ktery nahodné objevil v pardubickém muzeu, a zaroven upozornil na tistény hlas
varhan, oznacéeny jako ,Organo*, ktery byl souéasti sbirky hudebniho archivu Strahovské-
ho klastera.® Trolda jednoznacéné pochopil a doloZil, Ze oba svoji podstatou odliSné prame-
ny k sobé patfi a pfedstavuji do té€ doby neznamé Michnovo dilo. V textu své studie Trolda
oba prameny charakterizuje, zabyva se jejich plvodem a celé dilo na zakladé srovnani
prament analyzuje, veden snahou o urceni typologie Michnovych pisni v této sbirce. Par-
dubicky rukopis pfipisuje na zakladé titulni strany pramene kantoru Matéjovi Devotymu.*
Strahovsky tiStény varhanni part charakterizuje: ,,... sklada se ze 4 listl malého formatu,

1) Tento prispévek vznikl v rdmci Programu rozvoje védnich oblasti na Univerzité Karlové ¢. P12, Historie
v interdisciplinarni perspektivé, podprogram Fontes.

2) TROLDA, Emilian: Neznamé skladby Adama Michny (Prispévek k déjinam Ceské cirkevni hudby XVII. stol.),
in: Sbornik praci k padesatym narozeninam profesora Dra Zdenka Nejedlého 1871-1928, Praha 1929, s. 69-101,
prilohy, s. 1-3. Studie je presné datovana: 16. Cervence 1928, nicméné autor v Gvodu textu poznamenava: ,Kdyz
se pochlubim teprve dnes, tedy skoro po deviti letech, jednim ze svych néalezd, vysvétluje se véc tim, Ze jsem
se neuspokojil pouhym nalezem, nybrz, Ze jsem Sel po stopach dal, abych latku doplnil...“, &imzZ Ize objev opisu
Loutny v Pardubicich datovat jiz kolem roku 1920.

3) TROLDA, op. cit. v pozn. €. 2, s. 82: ,Svého ¢asu ukazal mi vdp. dr. Romuald Perlik, hudebni archivar na Stra-
hové, v taméjsi sbirce jeden varhanni hlas, tistény bez udani autora, mista a roku, — titulni stranka nese pouze
napis ,Organo‘ —, jehoZ provenience byla jmenovanému archivafi neznama. K svému udiveni jsem zpozoroval, Ze
jednotlivé odstavce onoho varhanniho hlasu nesou mné uz znamé nadpisy: ,l. Pfedmluva‘ atd. az ,Xlll. Smutek
blaznivych panen‘. Laskavosti jmenovaného archivare bylo mi dovoleno onen hlas si opsati, a tu jsem zjistil, Ze
sopran pardubicky a organo na Strahové jsou skute¢né hlasy jedné a téZe skladby.“

4) Pardubicky pramen je podle sdéleni kuratorky Véry DoleZalové ze dne 25. 1. 2014 v souc¢asné dobé uloZen
ve Vychodoceském muzeu, Zdmek €. p. 2, 530 02 Pardubice, ve sbirce rukopist pod signaturou Rkp 366/8.
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jehoz rozméry nelze vice udati, nebot byl nesetrnou rukou silné ofezan a to tou mérou,
Ze na zevnim okraji kazdé b-stranky zmizely klice, pfedznamenani, taktova znameni a
zacatecni noty, na kazdé a-strance posledni noty kazdého fadku.“ O kousek dal v textu
své studie uvadi dulezity Gdaj: ,Obsahové jest hlas nesmirné zajimavy tim, Ze nam sdéluje
opét néco nového: véem 13 pisnim pfedchazi totiz ritornello.“® V zavéru svych Gvah o Lout-
bychom pisné alespon pfiblizné rekonstruovati...“® Zaroven vSak vyjadril uréitou skepsi
v souvislosti s mozZnou rekonstrukci ritorneld: ... zato by se rekonstrukce ritornell(l sotva
zdafila. Je sice patrno, Ze motivicky souvisely s pfisluSnou pisni, avSak stopa se hned ztra-
ci. | kdyby byl bas Gplny, Ize na ném vybudovati nekone¢né mnoho melodii.“’

MysSlenku rekonstrukce samotnych pisni vSak Trolda postupné realizoval.® Podle do-
chovaného rukopisného materialu z jeho pozUstalosti, ktery je dnes uloZen v Narodnim
muzeu - Ceském muzeu hudby (dadle NM-CMH) v Praze,® je patrné, 7e se Loutnou za-
byval v nékolika etapach. Ve slozce Loutna ¢eska najdeme tfi Troldovy rukopisy. Prvotni
je jeho ponékud chvatné pofizeny opis strahovského tisku varhanniho partu. Trolda ho
prepsal tuzkou na Ctyfi strany mensiho formatu notového papiru a oznadil jako , Organo.
[Michna]“. Pofizeni peclivé datoval na konci pfepisu: 23. IX. [19]27. Zaznamenal do néj
nejspise vse, co Slo z poskozeného tisku precist. Opis vychazi disledné z predlohy,*© coz
mimo jiné znamena, Ze ponicena, chybé&jici ¢i necitelna mista vypousti. Vedle notové linie
basu a znacek pro Cislovany bas obsahuje Troldlv prepis i oznaceni ritornell a uvedeni
nazvu pisni v zahlavi kazdé skladby. U prvé skladby Predmliuva opsal Trolda z predlohy
i oznaceni obsazeni. Ritornelu je pfipsano , 2. Violi“. Obdobné u zavérecné skladby sbirky
opsal z predlohy upfesnéni, Ze pisen doprovazeji ,3 Violae“.

Druhy rukopis v Troldové sloZce tvofi osm stran partitury Michnovy Loutny, ktera vy-
chazi ze strahovského opisu a pardubického Devotyho prfepisu vokalnino hlasu.!! Je to jiz
spartace, ve které je vepsan téz navrh realizace generalniho basu, a jsou feSena i mis-
ta, chybéjici ve strahovském exemplafi. Ta jsou dokomponovana. Jedna se vSak o Useky
v délce maximalné nékolika taktl. Tretim rukopisem je jednostrankovy relativné Ghledny
rukopis Ctyf prvnich pisni z Loutny Ceské, které jsou sefazeny a prepracovany do jakési
suity uréené pro klavesovy nastroj. Pisné jsou ponékud upraveny, na zavér prvnich tfi je

tuzkou vepsana modulace, prevadéjici interpreta do dalSi ¢asti Gpravy. U jednotlivych ¢asti

5) TROLDA, op. cit. v pozn. €. 2, s. 83.

6) Tamtéz, s. 83.

7) Tamtéz, s. 83.

8) V mezidobi se vénoval i dalSim Michnovym diltim, srov. Bibliografie Troldovych ¢lankd a studii, in: BUCHNER,
Alexandr: Hudebni sbirka Emiliana Troldy, Sbornik Narodniho musea v Praze, Sy. VIII-A, Historicky €. 1, Praha
1954, s. 125 ad. Autorem této bibliografie je Jaroslav Buzga. Dale kupf. SLAVICKY, Tomas: Emilian (Emil) Trolda
(1871-1949). Strucny Zivotopis v datech a bibliografie, Hudebni véda, ro¢. 37, 2000, ¢. 3-4,s. 178-179.

9)  Srov. sign. NM-CMH XXVIII E 33. Také BUCHNER, op. cit. v pozn. &. 8, s. 77.

10) V podstaté i formatem zvoleného notového papiru.

11) Trolda na titulni strané tohoto svého rukopisu uvadi: ,Partitura byla sestavena toliko z 2 hlasu: sopranu
v pardubickém museu (rkp.) a organa (anonymni tisk) na Strahové. Vedle téchto unikatu jinych hlast dosud
nalezeno nebylo.“
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jsou uvedena moderni tempova oznaceni (Andante con moto, Piu mosso, Allegro, Ener-
gico).r? Teprve aZz v roce 1943 vydal Emilian Trolda v prazském nakladatelstvi Frantiska
Novéaka v nové zfizené edici Sada z hudby davné svoji rekonstrukci Michnovy Loutny Ces-
ké.*® Rekonstrukci, jak sdm uvadi ve vydavatelské zpravé, uskutecnil za pouziti zminénych
dvou prament, tedy sopranového hlasu z tzv. Devotyho opisu a z varhanniho partu dila,
»uloZeného ve vitriné hudebniho archivu na Strahové“.* Soucasti edice byla i fotografie
rozevieného hlasu strahovského varhanniho partu a titulni strana a dvoustrana s dru-
hou pisni Powolani Duchowne Newiesty Dialogus z Devotyho opisu.'® Vydavatelska zprava
svym zpUsobem precizuje nékteré informace o obou pramenech. Na dlouhou dobu byla
Troldova edice jedinym zdrojem informaci o Michnové sbirce a podkladem pro fadu hudeb-
nich realizaci, ale také inspiraci pro studie literarné historické.®

K novému objevu, ktery vSak dlouho zlstal bez podstatné muzikologické Ci interpre-
tacni odezvy, doslo az v druhé poloviné 60. let 20. stoleti, kdy v periodiku Hudebni véda
vySla kratka zprava jihlavského muzikologa a sbormistra Bohdana Sroky o nalezu tisku
particella Michnovy Loutny ¢eské.

Autor popisuje Stastnou nahodu, kterd vedla k nalezeni tisku Loutny v pramenu
ulozeném v muzeu v Sobéslavi,'® a konstatuje, Ze hodnota nalezu spociva v tom, Ze ko-
necné existuje plna vokalni verze dila. Opét vSak upozornuje na skutecnost, Ze zcela chybi
instrumentalni hlasy, které tvorily ritornely uvozujici a lemujici jednotlivé pisné. Struc¢nost
celé zpravy a ziejmé i jeji mala dostupnost ve specializovaném periodiku zpUsobila, Ze
pramen dlouho nikdo nevyuZil k hlubsimu hudebnimu poznani tohoto Michnova dila.

Srokova zprava o objeveni konvolutu Michnovych tiskl obsahujici Loutnu ¢eskou vSak
kuriozné nebyla skuteCnym objevem. Se sobéslavskym tiskem particella Michnovy Lout-
ny pracoval jiz v listopadu 1965 Jaroslav Buzga, a to v souvislosti s prizkumem fond0
a shirek hudebnin uloZenych v Cechéch. Z tohoto rozsahlého a zasluzného studia Seskych

12) Na druhé strané listu je zaznam pisné Ej leti zlata orlice, z nebeské vlasti od Otce z Holanovy sbirky Kaple
kralovska, ktery je preskrtnut, a u toho je pripsano: ,¢. 5. 8. 9 je v Pamatniku Nejedlého“ a ,¢. 6. 7. 10. 11. 12.
a 13 na zvlastnich arsich“. Holanovi Rovenskému se Trolda také vénoval - srov. BUCHNER, op. cit. v pozn. ¢. 8,
s. 56. Z druhé poznamky je patrné, Ze vytvofril suitu zfejmeé z celé Michnovy Loutny.

13) MICHNA, Adam z Otradovic: Loutna ¢eska, edice Sada z hudby davné / kniha prvni, Praha 1943.

14) Tamtéz, Vydavatelska zprava, s. [-IV.

15) Pretisky Troldovy fotografie jedné stranky strahovského partu a titulni strany z Devotyho uvadi i Michael Po-
spiSil na zadnim pridesti vSech Ctyf svazku (part(l) své edice (rekonstrukce) Loutny ¢eské z roku 1998. Viz pozn.
¢. 32 této studie.

16) Uplné texty Michnovych pisni z Loutny Geské obsahuje jiZ Troldova studie z roku 1930, srov. TROLDA, Emilian:
Loutna Ceska Adama Michny z Otradovic, Vlast, ro¢. XLVI, 1930, s. 392-402, 465-470. Text Loutny je uveden
i v publikacich: SKARKA, Antonl‘n: Adam Michna z Otradovic, Das dichterische Werk, Wilhelm Fink Verlag, Miinchen
1968, s. 123-144; TICHA, Zdenka: Adam Vaclav Michna z Otradovic, Melantrich, Praha 1976, s. 215-238.

17) SROKA, Bohdan: Nélez puvodniho tisku Michnovy Loutny, Hudebni véda, ro¢. 5, 1968, ¢. 4, s. 641-644. Zpra-
va obsahuje i dvé nepfili$ kvalitni fotografie z nalezeného tisku, a to dvojstranu s pisni Matky BoZi slavna nadani.
18) ,V lonském roce [1967, pozn. P. D.] si jihlavsky okresni archiv vyzadal pro svého externiho spolupracovnika
vytisk Michnovy Ceské Marianské muziky z muzea v Sobéslavi. Tento vytisk neni bohuZel kompletni, chybi tu
nékolik listll z prvni asti. Je vSak bohatsi o plvodni tiSténé vydani Loutny Ceské, ktera je svazana s Maridnskou
muzikou v jeden celek, a z toho dlivodu zfejmé unikla pozornosti archivari. BohuZel ani timto nalezem nemame
Michnovu Loutnu celou. Nalezeny vytisk obsahuje pouze zpévni hlasy podloZzené continuem.”“ SROKA, op. cit.
v pozn. €. 17, s. 641.
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instituci a hudebnin, které v nich byly ulozené, vznikl Privodce po pramenech k déjinam
hudby, vydany tiskem az v roce 1969.%° Jaroslav BuZga, i pres svljj profesni zajem a spe-
cializaci na hudbu barokniho obdobi, v mezidobi toto svoje zjisténi nikterak neprezentoval.
V roce 1966 tak vychazi prvé vydani edice Michnovy Svatovaclavské mse, v jejiz predmlu-
vé Jifi Sehnal piSe, kdyZ charakterizuje dochované Michnovo dilo: ,Loutna ¢eska, Praha
1653 (dochoval se jen tistény part varhan v hud. archivu na Strahové a opis sopranového
partu v mést. muzeu v Pardubicich).“?°

Particello Michnovy Loutny ceské se po vydani Srokovy zpravy ziejmé na Cas ztrati-
lo, ¢i se stalo nedohledatelnym. Vyplyva to alespon z informaci Jifiho Sehnala v Gvodu
jeho studie Pisné Adama Michny z Otradovic, kterou publikoval v roce 1975.2* Zaroven
ale pfipomenul zajimavou Uvahu o mozném vyskytu Loutny v Méstském muzeu v TrebiCi
s odvolanim na seznam fondu pofizeny roku 1945.22

Ke skuteGnému verejnosti dostupnému vyuziti a interpretaci sobéslavského pramene
Michnovy Loutny eské tak doSlo aZ v roce 1984, kdy Statni védecka knihovna v Ces-
kych Budéjovicich ve spolupraci s Jiho¢eskym nakladatelstvim vydala faksimile celého
dila, doplnéné o edici, kterou pfipravil Martin Horyna,?® rozSifenou o studii a michnov-
skou bibliografii, kterou napsal a sestavil Julius Hllek.?* Edice vychazela pouze z tisku,
ktery byl v té dobé uloZzen v Muzeu husitského revoluéniho hnuti v Tabore, pracovisté

bylo mozno pfihlédnout jen prostfednictvim fotografie v Troldové edici:?” pramen, uloZzeny
v nezpracované pozUstalosti po R. Perlikovi OPraem., se totiZ stal nezvéstnym a pro ba-
datele nedostupnym.?® Martin Horyna realizoval linii generalniho basu pfi ,respektovani
zvlastnosti Michnovy harmonické predstavivosti“. Zaroven vSak uved| ve vydavatelskych
poznamkach: ,Hudebnik zbéhly ve hie generalniho basu mize navrh modifikovat podle

19) Privodce po pramenech k dé&jindm hudby. Fondy a sbirky uloZené v Cechach, Jaroslav BuZga, Jan Kouba,
Eva Mikanova, Tomislav Volek, Academia, Praha 1969, srov. zprava J. BuZgy: s. 254, Sobéslav, Okresni
muzeum Taborska, zamek Lzin. BuZga mj. uvadi: ,pres 10 kancionéalovych tiskl ze 17. az 19. stoleti (mj. Michnova
Marianska muzika 1647 a Loutna Ceska 1653)“.

20) Srov. MICHNA, Adam Vaclav: Missa Sancti Wenceslai, Musica Antiqua Bohemica, Seria Il, 1, Editio Supra-
phon, Praha 1966, 19842, ed. Jifi Sehnal, predmluva s. V.

21) Srov. SEHNAL, Jifi: Pisné Adama Michny z Otradovic (1600-1676), Hudebni véda, ro¢. 12, 1975, ¢. 1, s. 3,
pozn. €. 3.

22) Tamtéz, s. 3.

23) Podle osobniho sdéleni Martina Horyny zacal edici pfipravovat v roce 1983. Pramen byl v té dobé jiz dostupny.
24) MICHNA, Adam z Otradovic: Loutna Geska, Statni védecka knihovna v Ceskych Budéjovicich - Jihodeské
nakladatelstvi, Ceské Budé&jovice 1984.

25) Dnes Husitské muzeum v Tabore. Blatské muzeum v Sobéslavi a Veseli nad LuZznici, Petra Voka 152 (RoZzm-
bersky diim), 392 01 Sobéslav. Podle sdéleni knihovnice Blatského muzea Jany Likafové ze dne 24. 1. 2014
nema v soucasné dobé exemplar Loutny ceské platnou signaturu z dlivodll rekatalogizace knihovny Blatského
muzea. Fond starych tiski prochazi v dobé vzniku tohoto textu stéhovanim do nového depozitare.

26) Srov. MICHNA, op. cit. v pozn. €. 24, s. 57.

27) MICHNA, op. cit. v pozn. ¢. 13, obrazova pfiloha po s. 50.

28) Viz dale pozn. ¢. 33.
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svych schopnosti a podle povahy generalbasového nastroje.“?® Upozornil také, ze: ,Celé
pavodni vydani Loutny ¢eské obsahovalo kromé& nami pouZzitého pramene a generalbaso-
vého partu jesté nékolik hlasl housli a viol k instrumentalnim ritornellim a mezihram, ty
vSak dosud nebyly nalezeny.“3

Michnova Loutna ¢eska se po vydani této edice stala soucasti repertoaru fady soubor,
které se specializovaly na interpretaci barokni hudby.3* Vzniklo i nékolik nahravek a bylo
jen otazkou Casu, kdy se interpreti pokusi hypoteticky rekonstruovat také instrumentalini
ritornely a doprovody, aby koneéna podoba interpretovaného dila byla co nejblizsi plvodni
verzi. Nejodvaznéji si vtomto ohledu pocinal Michael Pospisil, ktery na zakladé své bohaté
zkuSenosti interpreta ¢eské barokni hudby a za pouZiti osobité empatické metodologie
vytvofil hypotetickou verzi ritorneld a instrumentalnich doprovod(l Loutny ¢eské.3?

V roce 2009 publikovala pracovnice strahovské knihovny Marie Kleteckova kratkou
nalezovou zpravu, diky které se odborna verejnost dozvédéla, Ze Troldou identifikovany,
avSak dlouhodobé nezvéstny part Organo je opét pristupny. Nalezen byl v pozlstalosti
Romualda Perlika v podobé popsané Troldou.3® ProtoZe se jedna o dulezity pramen k Mich-
nové Loutné, ktery vlastné nebyl nikdy publikovan v Uplnosti, otiskujeme jeho digitalni
fotografie v pfiloze této studie.

Nejnovéji, v roce 2013, shrnul témér vSechny dosavadni znamé informace k Loutné
Ceské Jifi Sehnal ve své monografii o Adamu Michnovi z Otradovic.3* Pfehledné v ni popisu-
je vyvoj poznani a hudebniho objevovani tohoto Michnova dila. Inspirativné se mj. zamysIi
i nad funkci dochovaného particella ze Sobéslavi a vyslovuje nazor, Ze dilo vyslo ,patrné
v malém poctu vytisk(1“.3® Sehnal se zaroven domniva, Ze Loutna je ,prvnim dokladem
ceské duchovni tvorby pro domaci prostfedi“ a ocenuje ji jako jedine¢ny ,uzavieny cyklus

29) Srov. MICHNA, op. cit. v pozn. €. 24, s. 59-60.

30) Tamtéz, s. 57.

31) Srov. kupf. nahravky Loutny éeské na webovych strankach http://alarmo.nostalghia.cz/zd/zd.htm

32) Srov. MICHNA, Adam z Otradovic Jindficho-Hradecky: Loutna Ceskd, ed. Michael Pospisil, Brno 1998, zvlas-
té s. 30-31 partu Organo. A také PospiSilovo prdvodni slovo k nahrdvce Adam Vaclav Michna, rytif z Otradovic,
Loutna Ceska, Ritornello, Arta Records 1996, F1 0075-2, booklet s. 5: ,Na3 vlastni znovu opraveny pfepis Loutny
vychazi sice z particellu ze Sobéslavi, ale srovnava ho také s dobovymi Gpravami v jinych pramenech a dobovou
tiskafskou a interpretacni praxi. Chybéjici ritornely vznikly doplnénim chybéjicich ¢asti generalbasu do pravdé-
podobné podoby a naslednym komponovanim vrchnich hlas(. Vysledek sice mize byt mnohoznacny, ale v kon-
textu s jinou Michnovou a dobovou evropskou produkci dava smysl. Navic v Michnové dobé najdeme celou fadu
podobnych Uprav - patfilo to ostatné k povinnostem kantora ¢i kapelnika. Z pomérné nenapadného a dlouhou
dobu nevyuzitého torsa plvodnich ritornelll mizeme pomérné spolehlivé ocenit souvislosti mezi ,vypustitelny-
mi‘ predehrami, pisnémi z Loutny ¢eské a jinymi Michnovymi pisnémi a skladbami, a mezinarodnim pisnovym
repertoirem, Michnovi jisté dobfe znamym. Instrumentalni ritornely jsou tak Casto vlastné jakymsi ,deSifrovacim
klicem* k naladé a poslani vlastnich pisni.“ Lze se opravnéné domnivat, Ze PospiSil nepracoval s Devotyho opi-
sem, ani se strahovskym tiskem.

33) KLETECKOVA, Marie: Znovunalezeni partu ,Organo“ k Michnové Loutné Geské, Hudebni véda, roé. 46, 2009,
€. 1-2,s.206-207. Soucasti zpravy je i fotografie dvoustrany varhanniho partu, pisni IX.-XIl. Original pramenu srov.
Strahovska knihovna, Strahovské nadvoii 1/132, 118 00, Praha 1, Pozlistalost Romualda Perlika, karton 1266 28.
Pro¢ Romuald Perlik nezatadil varhanni part zpét do hudebniho archivu, je otazka, na kterou uz nejspis neni treba
dnes hledat odpovéd. Titulni strana varhan nicméné nese razitko: Archivium musicum Strahov.

34) SEHNAL, Jifi: Adam Michna z Otradovic - skladatel, Univerzita Palackého v Olomouci, Olomouc 2013, zvl.
s. 105-111. Titulni strana Loutny ¢eské na s. 193, obr. 27.

35) Tamtéz, s. 107.
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I3 ] : " ) o duchovnim snatku duse*“.®
| Skladby této sbirky oznacuje
| jako prvni ritornelové pisné na
nasem Gzemi® a polemicky do-
pliuje Troldovy Gvahy o tanec-
nosti jednotlivych skladeb a vli-
vu dobové instrumentalni hudby
na Michnu.3®

Tyto Gvahy a samoziejmé
i vSechny predchozi hypotézy,
které se tykaji zvlasté instru-
mentalnich ritornell, mohou byt
v soucasné dobé korigovany. Dal-
Si stastna nahoda totiz zplsobila,
Ze se v nedavné dobé* objevil
Maskaron / Mascaron part prvnich housli (Violino primo)
celého dila. ZaloZen byl zcela ne-
logicky v basovém svazku konvo-
lutu tfi tisk( Maghnificat z pocatku 17. stoleti, které pochazeji z byvalé knihovny frantiSkanského

klastera ve Slaném a dnes jsou deponovany ve Vlastivédném muzeu tohoto mésta.*°

Objeveny pramen, ktery je v kompletni podobé obrazovou pfilohou této zpravy, patfi do
souboru instrumentalnich hlast / partl vytiSténych bezpochyby spolecné s particellem
uloZzenym dnes v Sobéslavi. Svéd¢i o tom jejich format a tiskarsky material ve vSech uzi-
tych prvcich (notové znaky, osnova, klice, kustody, koruny, pismena apod.), véetné vytisténi
shodného maskarona na konci obou tisk(.

Objeveny pramen lze charakterizovat podobné, jako Emilian Trolda popsal part varhan
z knihovny strahovského klastera** nebo jak popisuji editofi dila z roku 1984 v kritickych
poznamkach particello.*? Nalezeny pramen tvofi dva listy o velikosti 31 x 19 cm, které jsou

36) Tamtéz, s. 107.

37) Tamtéz, s. 108.

38) Tamtéz, s. 109-111.

39) Leden 2014.

40) Vlastivédné muzeum ve Slaném, Masarykovo namésti 159, 274 01 Slany, fond Franti§kani Slany, sign. 879.
Tisk unikl pozornosti Evy Mikanové, ktera se fondem zabyvala v souvislosti s pfipravou Priivodce v roce 1967.
Srov. Pruvodce po pramenech, op. cit. v pozn. ¢. 19, s. 252-253, Slany (okres Kladno), Vlastivédné muzeum,
nam. 9. kvétna ¢p. 159.

41) Srov. MICHNA, op. cit. v pozn. ¢. 13, Vydavatelska zprava, s. llI: ,, ,Organo’ jest nadpis na predni strané ano-
nymniho tiSténého hlasu, uloZzeného ve vitriné hudebniho archivu na Strahové. Tisk se sklada ze 4 list(; format,
pavodné vétsi, je dnes nasledkem sestrihnuti okrajl jiZz jen 122 x 173 mm. Vnitini nepaginované stranky obsa-
huji kaZzda 6 az 7 notovych systému. Identifikovani anonymniho tisku, na némz neni ani nazev, ani impressum,
by nebylo mozné, kdyby tam nebyly vytiStény v zacatku kazdé pisné tytéz nadpisy, jaké nesou zpévy rukopisu
Pardubického musea.”

42) Srov. MICHNA, op. cit. v pozn. €. 24, s. 57, Kritické poznamky: ,Loutna Ceska je zde pfivazkem prvni Michnovy
pisnové sbirky Ceska maridnska muzika z roku 1647. Obé sbirky jsou téhoz forméatu (17 x 14,5 centimetrd). Loutna
Eeska na mnohem tenéim papiru s nezietelnym filigranem.“ K tomu srov. i SROKA, op. cit. v pozn. ¢. 17, s. 644.
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potiStény z obou stran a preloZeny, takze vysledny format houslového partu ma velikost
15,5 x 19 cm. Jeden z listl nese vcelku cCitelny filigran, jenz se nam bohuZel nepodafilo
identifikovat.*

Pramen obsahuje part prvnich housli, ¢i spiSe vrchni melodicky hlas ke vSem ritorne-
IGm, které uvozovaly jednotlivé pisné shirky, a dvéma pisnim (XI. a XIIl.). Houslovy part je
notovan v G kli¢i. Posledni ritornel a zaroven i pisen je uréen prvni viole a notovan v altovém
Klici. Ritornely jsou oznaéeny fimskymi ¢isly od I. do XII. (chybné oznaceni posledni skladby)
a nazvy pisni, které nasledné uvadime v transliteraci:

L. Predmluwa.

II. Powolani Duchowne Newesty. Dialogus
I1I. Matky Bozi sldwna naddnj.

Iv. Swadebni Prstynek.

V. Panenska Laska.

VL. Zehnanj s Swétem.

VII. Duchowni Swadebnj Lazen.

VIIL Dussy wéno.

IX. Andélske Pratelstwi.

X. Swadebni Weénecek.

XI. Den Swadebnj. Zac¢jnéyte Panny z piwatj.
XIL. Domacy Wogna mezy Dussy a Télem.

XII. (sic!) Smutek blaznéych Panen (sic!). O zalostné dijmadnj:

| kdyZ doposud stale nemame k dispozici vSechny instrumentéaini hlasy Michnovy Lout-
ny ¢eské, nové objeveny part prvnich housli umoziuje mnohem presnéjSi rekonstrukci
celé shirky, protoze vytvafi spoleéné se strahovskym tiskem varhanniho partu jednoznac-
néjsi melodicko-harmonicky zaklad ritorneld a zaroven ndm mnohé napovida i o zpUsobu
uziti nastrojli v pisnich celé sbirky. Z poznamek v nalezeném houslovém partu je vice nez
pravdépodobné, Ze nastroje, vyjma generalbasového doprovodu, ktery je uplatnén v celé
sbirce i ritornelech, hraly spolec¢né s vokalnimi hlasy pouze v pisni ¢. XI. Den svatebni,
u které je uvedeno ,Canto & Violino“. Oznaceni nastroje je uvedeno v singularu, takze
se lze domnivat, Ze tuto pisen doprovazely pouze prvni housle. U pisné &. XIIl. (v naleze-
ném partu mylné oznacené jako Xll.) Smutek blaznivych panen, je oproti tomu uvedeno
»,Canto & 3 Violae“. Je tedy evidentni, Ze v tomto ritornelu a pisni hraly tfi violy (smyccové
nastroje), ale je velmi pravdépodobné, Ze hraly ,pouze” tfi violy za doprovodu klavesového
nastroje. Ale zadny jiny! UZiti nastroja v Michnové Loutné ¢eské bylo tedy ve skutecnosti
mnohem stfidméjsi, nez se doposud mezi interprety predpokladalo a uzivalo.**

43) Jedna se o méstsky znak se dvéma véZemi. Srov. obrazova priloha k této studii.

44) | kdyz se E. Trolda také domnival, Ze Loutna Ceska byla provozovana ,s obligatnim doprovodem 2-3 smy¢-
covych nastroji“, srov. TROLDA, Emilian: Ceska cirkevni hudba v obdobi generalbasovém. Il. (1639-1648), Cyril
LX, 1934, ¢. 7-8, s. 78. Stejny nazor vyjadfuje i J. Sehnal, kupt. v predmluvé k MICHNA, op. cit. v pozn. €. 20, s. IV.

Musicalia 1-2 / 2014 B 143



Petr Danék - Tereza Dankova

Nalezeny hlas obsahuje jeSté jeden zajimavy Udaj pro interpretaci: v pisni Panenska
laska (€. 5) jsou pod partem housli ¢tyrikrat uvedeny poznamky k dynamice prednesu
(Pian. - for. - Pian. - for.).*® V jinych ¢astech sbirky tyto (idaje nejsou.

Podivame-li se v této souvislosti na znovunalezeny original varhanniho partu, je pro nas
také inspirativni. U Pfedmliuvy je uvedeno, jak uvadi ve svém prepisu i Trolda (viz vySe), Ze
ritornel hraji ,2. Violi“ a pisen zpivaji , 2. Canti“. Toto oznaceni plati v podstaté pro celou
sbirku, az na dvé vyjimky, které jsme jiz vyse zminili. Pozoruhodné jsou i poznamky v pisni
¢. VIl. a VIIL., kde je opakovani Gseku zdlraznéno prozaickym oznacenim ,repete“.

Srovname-li oba dochované instrumentalni party, pak je zajimavé, Ze jsou tisténé na
rlizném papiru, coz je patrné z éitelnych filigrand, které také otiskujeme v obrazové pfilo-
ze. Zajimavym, i kdyZ ne zcela relevantnim rozdilem, je i uziti jiného ozdobného prvku ve
varhannim partu. Oproti maskaronu, ktery nalezneme v sobéslavském exemplafi i v partu
prvnich housli, je v tisku varhan otiSténa koncova vinéta sestavena z pfirodnich motivi.*®

Zde budiZ vyslovena nase zavérecna hypotéza: cela shirka je koncipovana se snahou
o duslednou symetrii v uziti hlast a nastrojl. V ritornelech sbirky hraly vedle klavesové-
ho nastroje jen prvni a druhé housle. V pisnich zpivaly az na dvé vyjimky vzdy dva hlasy.
V pisni €. XI. Den svatebni prvni housle doprovazely i zpévni hlas. V zavérecné skladbé
¢. XIIl., ktera je vyvrcholenim celé sbirky, byly uZity tfi violy, resp. spiSe tfi strunné smycco-
vé nastroje. | kdyZ provozovaci praxe vychazela v dobé vzniku sbirky predevSim z potreb
a mozZnosti interpreta, je patrné, Ze Michna pojal cely cyklus dlsledné jako komorni pisné
pro dva zpévni hlasy, dvoje housle a continuo. Vyjimkou je pouze pisen €. XI., ktera je dia-
logem jednoho zpévniho hlasu a prvnich housli, a pisen zavéreéna, v kterych vyssi zpévni
hlas doprovazeji tfi smyccové nastroje.

Nalezeny part housli a znovunalezeny part varhan vybizeji k nové rekonstrukci a hu-
debni interpretaci tohoto pozoruhodného dila.*” A zaroven jsou pfrislibem, Ze dalsi Stastna
nahoda nam tfeba jednou sbirku zcela zkompletuje.

Quaere et invenies. Die decima mensis Maii, anno bis millesimo decimo quarto.

45) Obdobna dynamicka oznaceni najdeme u Michny kupfikladu ve sbirce Sacra et litaniae z roku 1654. Srov.
MICHNA, Adam z Otradovic: Sacra et litaniae - pars I., Missa |, Editio Supraphon, Praha 1990, ed. Jifi Sehnal,
Vratislav Bélsky - pfedmluva s. VI., a také v opisu jeho Svatovaclavské mse, srov. MICHNA, op. cit. v pozn. €. 20,
s. VII, Dynamika.

46) Jen na doplnéni rozdil(l a zajimavosti: u strahovského partu je dochovan i zbytek provazku, kterym byl tento
jednoduchy Ctyfstrankovy tisk svazan.

47) Zajimavou informaci k literarnim souvislostem Michnovy Loutny srov. KVAPIL, Jan: Nalezova zprava o pfimé
predloze Michnovy Loutny Seské, in: Ceska literatura 52 (2004), &. 5, s. 742-743. Mezioborové byl Michna objev-
né interpretovan i fadou pfispévkl na konferenci vénované Gtyistému jubileu jeho narozeni, ktera byla pofadana
ve dnech 15. - 16. 9. 2000 v Jindfichové Hradci. VétSina prispévkl byla nasledné otiSténa v Casopise Hudebni
véda, ro¢. 37, 2001, ¢. 1-2.
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Begin, O Virgins, to Sing

... and Play! - Pleasingly
Generous Marginalia for
the Ritornellos of Michna’s

Loutna ceska

PETR DANEK - TEREZA DANKOVA

Dedicated to the memory of Pavel Gilik
his contribution reports on the discovery of a first violin part at the Franciscan Library
in Slany. The part completes the cycle of sacred songs titled Loutna c¢eska (The

Czech Lute) by the Czech composer of the middle Baroque period Adam Vaclav Michna
z Otradovic. In the text, the authors deal with the process of successive discoveries of
parts of this noteworthy work of the Czech musical and literary Baroque. It explains the
relationships between the preserved sources, and it monitors reflections on Michna’s
collection in the musicology literature. It also provides information about the form of the
first violin part, including its detailed characteristics and external and internal criticism of
the source. The study includes a facsimile of the newly discovered printed music as well
as of a supplementary source, known as the ‘Organo’ part, from the library of the Strahov
Monastery in Prague.

music of the Czech Baroque - sacred song - ritornello - Jesuit printing works - violin part
- organ part - Adam Michna z Otradovic - Czech Lute

The path towards the rediscovery in modern times® of the musical component of
Michna’s collection Loutna Ceska (The Czech Lute) from the year 1653 has not been
and still is not entirely simple. The story begins in the 1920s, when Emilian Trolda first
drew attention to the existence of this work in his article Neznamé skladby Adama Michny
(Unknown Compositions by Adam Michna).? In it, he informed the expert community about

1) This study was created as part of the Programme for the Development of Research Areas at Charles
University no. P12, History from an Interdisciplinary Perspective, sub-programme Fontes.

2) TROLDA, Emilian: Neznamé skladby Adama Michny (Pfispévek k déjinam Ceské cirkevni hudby XVII. stol.)
(Unknown Compositions by Adam Michna [A Contribution to the History of Czech Church Music of the Seventeenth
Century]), in: Sbornik praci k padesatym narozenindm profesora Dra Zdenka Nejedlého 1871-1928 (Anthology
of Studies for the Fiftieth Birthday of Prof. Zdenék Nejedly 1871-1928), Prague 1929, pp. 69-101, appendices,
pp. 1-3. The study is precisely dated: 16 July 1928, but in the introduction to the text, the author comments:
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the existence of two unique sources for Michna’s Loutna ¢eska, reporting mainly about
his discovery of a copy or excerpt from Michna’s work, which he had found by chance in
a museum in Pardubice, and at the same time, he drew attention to a printed organ part
marked as ‘Organo,” which belonged to the collection of the music archives at the Strahov
Monastery.® Trolda clearly understood and documented that the two sources, though
different in nature, go together and represent a work by Michna that was unknown until
that time. In the text of his study, Trolda characterizes the two sources, deals with their
origins, and analyzes the entire work on the basis of a comparison of the sources, making
an attempt to determine the typology of Michna’s songs in this collection. On the basis of
the title page of the source, he attributes the Pardubice manuscript to the cantor Matéj
Devoty.* He characterizes the printed organ part from Strahov as follows: “...it consists of
four small-format sheets, the dimensions of which cannot be determined more exactly,
because of careless trimming, the result of which is that on the left margin of every side
B, the clef, key signatures, time signatures, and first notes have disappeared, as have the
last notes of each line on every side A.” A bit later in the text of his study, he states an
important fact: “The content of the part is enormously interesting, because it again tells us
something new: all thirteen songs are in fact preceded by a ritornello.”® At the conclusion
of his discussion of Loutna he expresses an optimistic opinion: “Knowing in this way
the highest voice and in part also the lowest, we could make at least an approximate
reconstruction of the songs...”® At the same time, however, he expressed some skepticism
regarding the possible reconstruction of the ritornellos: “...but a reconstruction of the
ritornellos could hardly succeed. It is apparent that each ritornello is related motivically to
its corresponding song, but one loses one’s way immediately. Even if the bass part were
complete, it would be possible to construct an endless number of different melodies over
it.””

Trolda did, however, gradually realize the idea of reconstructing the songs themselves.®
The preserved manuscript material from his estate, which is now kept at the National

“If it is only today, after nearly nine years, that | am taking credit for one of my discoveries, the explanation is that
| was not satisfied with just a discovery; instead | kept searching for more clues in order to add to the material...,”
so the discovery of the copy of Loutna in Pardubice can be dated to around the year 1920.

3) TROLDA, op. cit. in footnote no. 2, p. 82: “Back when Father Romuald Perlik was the music archivist at
Strahov, he showed me an organ part from the collection there that was printed but lacked the author’s name,
the place, and the year (the title page only bears the word ‘Organo’), and he did not know its provenience. To my
amazement, | noticed that the individual sections of the organ part bore inscriptions that were already familiar to
me: ‘I. Pfedmluva’ etc. through ‘XlIl. Smutek blaznivych panen.’ The archivist kindly allowed me to copy the part,
and | was able to determine that the soprano part in Pardubice and the organ part in Strahov come from one and
the same composition.”

4) According to a message from the curator Véra DoleZalova dated 25 Jan. 2014, the Pardubice source is
currently kept at the Eastern Bohemia Museum at the address Zamek 2, 530 02 Pardubice, in a collection of
manuscripts under the catalogue number Rkp 366/8.

5) TROLDA, op. cit. in footnote no. 2, p. 83.

6) Ibid., p. 83.

7) Ibid., p. 83.

8) Inthe interim, he also devoted himself to other works by Michna; cf. Bibliografie Troldovych ¢lanka a studii
(A Bibliography of Trolda’s Articles and Studies), in: BUCHNER, Alexandr: Hudebni sbirka Emiliana Troldy (The Music
Collection of Emilian Trolda), Sbornik Narodniho musea v Praze, Sv. VIII-A, Historicky ¢. 1 (Proceedings of the
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Museum - Czech Museum of Music (hereinafter NM-CMH) in Prague,® shows that he
worked on Loutna in several stages. In the file Loutna Ceska, we find three manuscripts
by Trolda. The oldest of these is his rather hastily made copy of the printed organ part
from Strahov. Trolda copied it in pencil on four pages of small format music manuscript
paper and labeled it as “Organo. [Michnal.” He carefully dated his discovery at the end
of his copy: 23 Sept. [19]27. His copy probably recorded everything that was legible on
the damaged original. The copy follows the original consistently,’® meaning, among other
things, that it leaves out the damaged, missing, or illegible portions. Besides the notes
of the bass line and the figured bass notation, Trolda’s copy also contains indications of
the ritornellos and states the name of the song in the heading for each composition. For
the first composition, Pfedmluva, Trolda also copied the indication of the instrumentation
from the original. The indication for the ritornello is for “2. Violi”. Similarly, for the last
composition of the collection, copied the specifications from the original that the song is
accompanied by “3 Violae”.

The second manuscript in Trolda’s folder consists of eight pages of a score of Michna’s
Loutna that is based on the Strahov copy and Devoty’s copy of the vocal part from
Pardubice.** The score assembled from the parts also includes a proposed realization
of the figured bass, and extra music was composed to fill in the places missing in the
Strahov copy. The newly composed sections, however, are a few measures long at the
most. The third manuscript is a one-page, relatively neatly written copy of the first four
songs from Loutna Ceska, which are put in sequence and transcribed as a sort of suite for
a keyboard instrument. The songs have been altered somewhat, and at the end of each of
the first three, a modulation is added in pencil to lead the performer into the next part of
the arrangement. Modern tempo indications have been added for the individual sections
(Andante con moto, Piu mosso, Allegro, Energico).*> Emilidan Trolda did not have his
reconstruction of Michna’s Loutna ¢eska published until 1943, when FrantiSek Novak's
Prague publishing house released it in a new series of editions titled Sada z hudby davné.*?
As he himself states in the editor’s report, he did the reconstruction with the use of the

National Museum in Prague, Vol. VIII-A, _Historical No. 1), Prague 1954, p. 125 ff. The author of this bibliography
is Jaroslav BuZga. Also cf. e.g. SLAVICKY, Tomas: Emilian (Emil) Trolda (1871-1949). Strucny Zivotopis v datech
a bibliografie (Emilian [Emil] Trolda [1871-1949]. A Brief Biography with Dates and a Bibliography), Hudebni
véda (Musicology), Vol. 37, 2000, Nos. 3-4, pp. 178-179.

9) Cf. shelf mark NM-CMH XXVIII E 33. Also cf. BUCHNER, op. cit. in footnote no. 8, p. 77.

10) This basically includes even the format of the chosen manuscript paper.

11) On the title page of his manuscript, Trolda states: “The score has been reconstructed from only two parts:
a soprano part from the museum in Pardubice (manuscript) and an organ part (anonymously printed) from
Strahov. Apart from those unique specimens, the other parts have not yet been found.”

12) On the reverse side of the page is notation of the song Ej leti zlata orlice, z nebeské vlasti od Otce from
Holan’s collection Kaple kralovska (Capella Regia Musicalis), which is crossed out, and the following is written
beside it: “nos. 5, 8, and 9 are in Pamatnik Nejedlého (Anthology...Nejedly)” and “nos. 6, 7, 10, 11, 12, and 13
are on their own sheets.” Trolda also dedicated himself to the study of Holan Rovensky’s works - cf. BUCHNER,
op. cit. in footnote no. 8, p. 56. From the second comment, it is apparent that he had created a suite from
Michna’s entire Loutna.

13) MICHNA, Adam z Otradovic: Loutna Ceska, edition Sada z hudby davné / kniha prvni (Set of Early Music /
Book One), Prague 1943.

Musicalia 1-2 / 2014 W 147



Petr Danék - Tereza Dankova

aforementioned two sources, i.e. Devoty’s copy and the organ part of the work “kept in
a display case at the Strahov music archives.”** The edition also included a photographic
facsimile of the Strahov organ part opened out and a title page and bifolio with the second
song Powolani Duchowne Newiesty Dialogus from Devoty’s copy.'® In a sense, the editor’s
report gives more detailed information about the two sources. For a long time, Trolda’s
edition was the only source of information about Michna'’s collection, and it served as the
basis for a number of musical performances as well as for studies of literature history.¢

The next discovery, which long failed to attract significant attention among performers
or musicologists, did not come about until the latter half of the 1960s, when the periodical
Hudebni véda published a brief report by a musicologist and choirmaster from Jihlava
named Bohdan Sroka about the discovery of a printed short score of Michna’s Loutna
Ceska.y

The author describes the stroke of luck that led to the finding of a printed copy of
Loutna in a source kept at a museum in Sobéslav,'® and he asserts that the value of the
discovery is based on the existence, finally, of a full vocal version of the work. He again,
however, points out the fact that the instrumental parts that made up the ritornellos
introducing and framing the individual songs are missing entirely. As a result of the
report’s brevity and also, apparently, its limited availability in a specialized periodical, it
was a long time before anyone used the source towards a deeper musical knowledge of
Michna’s composition.

Curiously, however, Sroka’s report on the discovery of a bundle of printed music by
Michna containing Loutna ¢eska was not a real discovery. Jaroslav BuZga had already
worked with the Sobéslav printing of the short score of Michna’s Loutna in November
1965 in connection with a survey of the holdings and collections of musical material kept
in Bohemia. From this vast, commendable study of Czech institutions and of the musical
material in their possession, A Guide to Music History Sources (Privodce po pramenech

14) Ibid., Editor’s report, pp. I-IV.

15) Reprints of Trolda’s photographs of one page of the Strahov part and of the title page from Devoty are also
shown by Michael PospiSil on the back endsheet of all four volumes (parts) of his 1998 edition (reconstruction)
of Loutna Ceska. See footnote no. 32 below.

16) The complete texts of Michna’s songs from Loutna ¢eska are already contained in Trolda’s study dated 1930,
cf. TROLDA, Emilian: Loutna ¢eska Adama Michny z Otradovic (Loutna ¢eska by Adam Michna z Otradovic), Vlast
(Homeland), Vol. XLVI, 1930, pp. 392-402, 465-470. The text of Loutna can also be found in the publications:
SKARKA, Antonin: Adam Michna z Otradovic, Das dichterische Werk, Wilhelm Fink Verlag, Minchen 1968,
pp. 123-144; TICHA, Zdefika: Adam Vaclav Michna z Otradovic, Melantrich, Prague 1976, pp. 215-238.

17) SROKA, Bohdan: Nalez puvodniho tisku Michnovy Loutny (Discovery of an Original Printing of Michna’s
Loutna), Hudebni véda (Musicology), Vol. 5, 1968, No. 4, pp. 641-644. The report also contains two rather poor-
quality photographs of the bifolio with the song Matky BoZi slavna nadani from the discovered printing.

18) “Last year [author’s note: 1967] the Jihlava District Archives requested a copy of Michna’s Ceska Marianska
muzika from the museum in Sobéslav for a coworker not employed there. Unfortunately, the printed copy is
incomplete, with a few pages missing from the first part, but added to it is the original printed edition of Loutna
Seska, which is bound in a single volume with Ceské Maridnsk& muzika, and apparently for that reason it has
escaped the attention of archivists. Unfortunately, even this discovery does not provide us with Michna’s Loutna
in its entirety. The copy that has been found contains only the vocal parts supported by basso continuo.” SROKA,
op. cit. in footnote no. 17, p. 641.
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k d&jinam hudby) was created, which finally appeared in print in 1969.%° In spite of his
professional interest and specialization in music of the Baroque period, Jaroslav Buzga
never made any presentation his discovery during the interim. In 1966, the first edition
of Michna’s Missa Sancti Wenceslai was published; in the foreword, in characterizing
Michna’s extant works, Jifi Sehnal writes: “Loutna ¢eska, Prague 1653 (all that has been
preserved are a printed organ part at the Strahov music archives and a copy of the soprano
part at the municipal library in Pardubice).”?°

After the publication of Sroka’s report, the short score of Michna’s Loutna ¢eska seems
to have been missing for some time or to have been misshelved. At least that is what can
be inferred from the information in Jifi Sehnal’s introduction to his study Pisné Adama
Michny z Otradovic, which he published in 1975.2 At the same time, however, he made
an interesting comment that Loutna might be found in the Tfebi¢ Municipal Museum,
referring to a list of holdings made in 1945.%2

Thus it was not until 1984 that the Sobéslav source for Michna’s Loutna Ceska was
actually used in a manner available to the public and to performers. At that time, the State
Research Library in Ceské Budé&jovice in collaboration with the publishing house Jihoceské
nakladatelstvi issued a facsimile of the entire work, supplemented by an edition prepared
by Martin Horyna,?® with the addition of a study and a Michna bibliography written and
compiled by Julius Hulek.?* The edition was based only on a printed copy that was kept
at the time at the Museum of the Hussite Revolutionary Museum in Tabor, Sobéslav
branch,?® under shelf mark VI H 5,?6 because that source was more important, more
extensive, and, of course, more authentic than Devoty’s incomplete copy. The Strahov
organ part could only be examined using the photograph in Trolda’s edition:?” The source,
kept in the uncatalogued estate of R. Perlik, O. Praem., had been misplaced and was not
accessible to researchers.?® Martin Horyna made a realization of the harmony from the

19) Privodce po pramenech k dé&jindm hudby. Fondy a sbirky ulo’ené v Cechéach (A Guide to Music History
Sources. Holdings and Collections kept in Bohemia), Jaroslav BuZga, Jan Kouba, Eva Mikanova, Tomislav Volek,
Academia, Prague 1969, cf. the report by J. BuZga: p. 254, Sobéslav, Tabor District Museum, LZin Castle. Among
other things, BuZzga mentions: “more than 10 printed hymnbooks from the 17" through the 19" centuries (incl.
Michna’s Marianska muzika of 1647 and Loutna ¢eska of 1653).”

20) Cf. MICHNA, Adam Vaclav: Missa Sancti Wenceslai, Musica Antiqua Bohemica, Seria Il, 1, Editio Supraphon,
Prague 1966, 19842, ed. Jifi Sehnal, foreword, p. V.

21) Cf. SEHNAL, Jifi: Pisné Adama Michny z Otradovic (1600-1676), Hudebni véda (Musicology), Vol. 12, 1975,
No. 1, p. 3, footnote no. 3.

22) Ibid., p. 3.

23) According to a message from Martin Horyna himself, he had begun preparing the edition in 1983. By that
time, the source had become accessible.

24) MICHNA, Adam z Otradovic: Loutna Ceska, Research Library of South Bohemia - JihoCeské nakladatelstvi
(South Bohemia Publishing), Ceské Budg&jovice 1984.

25) Today the Hussite Museum in Tabor. Blatsko Museum in Sobéslav and Veseli nad LuZnici, address: Petra
Voka 152 (Rosenberg House), 392 01 Sobéslav. According to a message dated 24 Jan. 2014 from Jana Likarova,
the librarian at the Blatsko Museum, their copy of Loutna ¢eska does not have a valid catalogue number at this
time because of the recataloging of the holdings of the Blatsko Museum library. At the time when this text was
being written, the collection of old printed material was being moved to a new depository.

26) Cf. MICHNA, op. cit. in footnote no. 24, p. 57.

27) MICHNA, op. cit. in footnote no. 13, appendix with illustrations, after p. 50.

28) See footnote no. 33 below.
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thoroughbass line while “respecting the peculiarities of Michna’s harmonic thinking.” At
the same time, however, he wrote in the editor's comments: “Musicians who are adept
at the performance of thoroughbass may modify this realization in accordance with their
ability and the nature of the instrument used to play the thoroughbass part.”?® He also
pointed out that “besides the sources we have used and the thoroughbass part, the full
original edition of Loutna ¢eska also included several violin and viol parts for instrumental
ritornellos and interludes, but these have not yet been found.”*

Since the publishing of this edition, Michna’s Loutna ¢eska has become a part of the
repertoire of a number of ensembles specializing in the interpretation of Baroque music.5!
Several recordings were also made, and it was just a question of time before performers
would attempt a hypothetical reconstruction of the ritornellos and accompaniments as
well, so the final form of the work in performance would be as close as possible to the
original version. The most daring attempt at this was undertaken by Michael Pospisil,
who used his wealth of experience as a performer of Czech Baroque music and his own
personal empathetic methodology to create a hypothetical version of the ritornellos and
instrumental accompaniments for Loutna ¢eska.s?

In 2009 Marie Kleteckova, an employee of the Strahov library, published a brief report
on her findings, thanks to which the musicology community learned that the Organo
part identified by Trolda but thereafter long missing is again accessible. It was found
in the estate of Romuald Perlik in the condition described by Trolda.>® Because this is
an important source for Michna’s Loutna that has never actually been published in its
complete form, a printed copy of a digital photograph of the source is included as an
appendix to this study.

29) Cf. MICHNA, op. cit. in footnote no. 24, pp. 59-60.
30) Ibid., p. 57.
31) Cf. e.g. the recordings of Loutna Ceska on the website http://alarmo.nostalghia.cz/zd/zd.htm.

32) Cf. MICHNA, Adam z Otradovic Jindficho-Hradecky: Loutna Ceskd, ed. Michael Pospisil, Brno 1998,
especially pp. 30-31 of the Organo part. Also see PospiSil’'s commentary for the recording Adam Vaclav Michna,
rytif z Otradovic, Loutna Ceskd, Ritornello, Arta Records 1996, F1 0075-2, booklet p. 5: “Our own newly arranged
edition of Loutna is based on the short score from Sobéslav, but it also compares it with period arrangements
in other sources and with period printing and performing practice. The missing ritornellos have been created
by returning the thoroughbass part to its original form by replacing the missing sections, and subsequently
by composing the upper voices. While the result may be ambiguous, it makes sense in the context of other
works by Michna and of European music of the period. Moreover, from Michna’s day we find a large number of
similar arrangements - such arranging was also one of the duties of a cantor or choirmaster. From the relatively
inconspicuous torso of the ritornellos, which was not used for a long time, we can fairly reliably distinguish the
relationship between the optional preludes, the songs from Loutna ¢eska and other songs and compositions by
Michna, and the international song repertoire, which was certainly well known to Michna. Instrumental ritornellos
actually often serve as a kind of code for deciphering the mood and message of the actual songs.” One may
reasonably assume that PospiSil used neither Devoty’s copy nor the printed part from Strahov.

33) KLETECKOVA, Marie: Znovunalezeni partu ,Organo“ k Michnové Loutné Seské (Rediscovery of the “Organo”
Part for Michna’s Loutna ¢eska), Hudebni véda (Musicology), Vol. 46, 2009, Nos. 1-2, pp. 206-207. The report
includes a photograph of two pages of the organ part with songs IX -XII. For the original source, cf. Strahovska
knihovna (Strahov Library), address: Strahovské nadvofi 1/132, 118 00, Prague 1, Estate of Romuald Perlik,
carton 1266 28. Today, perhaps, it is no longer necessary to ask why Romuald Perlik did not return the organ
part to the music archives. Nonetheless, the rubberstamp impression on the title page of the organ part reads:
Archivium musicum Strahov.
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Most recently, in 2013, Jifi Sehnal summarized nearly all of the information so far
available concerning Loutna ¢eska in his monograph about Adam Michna z Otradovic.3* In
it, he clearly describes the development of knowledge about Michna’s work and its musical
discovery. He does some inspirational reflecting about the purpose of the preserved short
score from Sobéslav, and he states the opinion that the work had been issued “apparently
in a small number of printed copies.”®® At the same time, Sehnal believes Loutna to be
the “first documentation of Czech religious music performance in this country,” and he
praises it as a unique “self-contained cycle on the spiritual marriage of the soul.”®® He
calls the compositions in the collection the first songs in ritornello form from this country,3
and he polemically expands on Trolda’s ideas about the dance character of the individual
compositions and the influence of instrumental music of the period on Michna.38

These ideas and, of course, all of the previous hypotheses concerning the instrumental
ritornellos in particular can now be updated. Thanks to a stroke of luck, the first violin part
(Violino primo) for the entire work has recently been discovered.® It had been filed quite
illogically in the bass folder with a bundle of three printed copies of an early 17™ century
Magnificat from the former library of the Franciscan monastery in Slany, now kept at the
Regional Museum in Slany (Vlastivédné muzeum).*°

The newly discovered source, which is shown in its complete form as an appendix to
this report, belongs to a set of instrumental parts undoubtedly printed together with the
short score now kept in Sobéslav. This is indicated by the format and all of the elements
used in the printed material (note heads, staves, clefs, custodes, fermatas, lettering etc.),
including the printing of an identical mascaron at the end of both printed copies.

The newly discovered source can be characterized in a manner similar to Emilian Trolda’s
description of the organ part from the Strahov Monastery library* or the description of the
work’s editors in the critical commentary to the 1984 edition of the short score.*?> The
source consists of two 31 x 19 cm sheets that are printed on both sides and are folded

34) SEHNAL, Jifi: Adam Michna z Otradovic - skladatel (Adam Michna z Otradovic - Composer), Palacky Univer-
sity in Olomouc, Olomouc 2013, in particular pp. 105-111. The title page of Loutna ¢eska is on p. 193, fig. 27.
35) Ibid., p. 107.

36) Ibid., p. 107.

37) Ibid., p. 108.

38) Ibid., pp. 109-111.

39) January 2014.

40) Viastivédné muzeum Slany (Regional Museum in Slany), address: Masarykovo namésti 159, 274 01 Slany,
collection of the Franciscans from Slany, shelf mark 879. This printed material escaped the attention of Eva
Mikanova, who surveyed the collection in connection with preparation of the Guide to Music History Sources in
1967. Cf. Privodce po pramenech (Guide to Music History Sources), op. cit. in footnote no. 19, pp. 252-253,
Slany (Kladno District), Regional Museum, address: Nam. 9. kvétna 159.

41) Cf. MICHNA, op. cit. in footnote no. 13, Publisher’s report, p. lll: “ ‘Organo’ is inscribed on the front page of
the printed part kept in a display case at the Strahov archives. The printed part consists of 4 pages; the format,
originally larger, is now the result of trimming the borders down to just 122 x 173 mm. The interior unnumbered
pages each contain 6 to 7 systems of notation. Identification of this anonymous printing, which bears neither
a title nor a colophon, would not have been possible were it not for the same inscriptions printed at the beginning
of each song as those found with songs in a manuscript at a museum in Pardubice.”

42) Cf. MICHNA, op. cit. in footno}e no. 24, p. 57, Critical commentary: “Loutna Geska is printed together
here with Michna’s first collection Ceskd maridnska muzika of 1647. Both collections are in the same format
(17 x 14.5 cm). Loutna Ceska is on much thinner paper with an unclear watermark.” Regarding this, also
cf. SROKA, op. cit. in footnote 17, p. 644.
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together, so the resulting format of the violin partis 15.5 x 19 cm. One of the pages bears
a fairly legible watermark, but we have not been able to identify it, unfortunately.*®

The source contains the first violin part, or more properly, the upper melodic line for
all of the ritornellos that introduced the individual songs of the collection, and two songs
(XI and XIlI). The violin part is notated in treble clef. The last ritornello and song are is
written for the first viol and are notated in alto clef. The ritornellos are designated with
Roman numerals | through XlI (the incorrect designation of the last composition) and by
the song titles, which are given below:

L. Predmluwa.

II. Powolani Duchowne Newesty. Dialogus
I1I. Matky Bozi slawnd nadén;.

Iv. Swadebni Prstynek.

V. Panenska Laska.

VI. Zehnanj s Swétem.

VII. Duchowni Swadebnj Lazen.

VIIL. Dussy wéno.

IX. Andélske Pratelstwi.

X. Swadebni Weénecek.

XL Den Swadebnj. Zac¢jnéyte Panny z piwatj.
XII. Domécy Wogna mezy Dussy a Télem.

XII. (sic!) Smutek blaznéych Panen (sic!). O zalostné dijmén;j:

Although we still do not have all of the instrumental parts of Michna’s Loutna Ceska
available, the newly discovered first violin part allows a much more accurate reconstruction
of the entire collection, because together with the Strahov organ part, it creates a more
unambiguous melodic and harmonic foundation for the ritornellos, and at the same time, it
tells us a great deal about how instruments were used in the songs of the entire collection.
From the comments in the violin part that has been found, it is more than probable that
apart from the thoroughbass accompaniment, which plays throughout the collection and
the ritornellos, the instruments only played together with the vocal parts in song no. Xl (Den
svatebni), for which “Canto & Violino” is indicated. The instrument is designated using the
singular, so one may assume that the song was accompanied only by the first violin. On
the other hand, song no. XIll (Smutek blaznivych panen - erroneously designated as Xll in
the newly found part) calls for “Canto & 3 Violae.” It is thus quite evident that three viols
(string instruments) played in this ritornello and song, but it is very probably that “just”
three viols were playing, accompanied by a keyboard instrument. But no other instrument!
Instruments were, therefore, actually used much more sparingly in Michna’s Loutna ¢eska
than has heretofore been assumed practiced by performers.**

43) The watermark is a bourgeois coat of arms with two towers. See the depiction in the appendix to this study.
44) E. Trolda, however, also assumed that Loutna ¢eska was performed “with the obbligato accompaniment
of two or three string instruments,” cf. TROLDA, Emilidn: Ceska cirkevni hudba v obdobi generalbasovém. Il.
(1639-1648), Cyril LX, 1934, Nos. 7-8, p. 78. J. Sehnal expresses the same opinion, for example in the preface
to MICHNA, op. cit. in footnote 20, p. IV.
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The newly discovered part also contains one interesting indication for the performers: in the
song Panenska laska (no. 5), dynamic markings are given in four places under the violin part
(Pian. - for. - Pian. - for.).*® These indications are not found in other parts of the collection.

If we examine the newly-discovered original organ part in this context, it is also a source
of inspiration. An inscription with the Predmluva states, as Trolda states in his copy
(see above), that the ritornello is played by “2. Violi” and the song is sung by “2. Canti”.
This indication applies basically to the whole collection apart from the two exceptions
mentioned above. There are also noteworthy markings in songs nos. VIl and VIII, where the
repeating of a section is emphasized by the prosaic marking “repete”.

If we compare the two preserved instrumental parts, it is interesting that they are
printed on different paper, as is apparent from the legible watermarks, which are also
depicted in the appendix. Another interesting if not entirely relevant difference is the use
of a different decorative element for the organ part. As opposed to the mascaron found in
the Sobéslav copy and in the first violin part, the vignette at the end of the printed organ
part is composed from motifs from nature.*®

Let us now state our concluding hypothesis: the entire collection is conceived with
an effort to achieve consistent symmetry with the use of voices and instruments. In the
ritornellos of the collection, besides the keyboard instrument, only the first and second
violins played. With two exceptions, all of the songs were sung by two voices. In song
no. XI (Den svatebni), the first violin also accompanied the vocal part. In the concluding
composition (no. XllI), which is the climax of the whole collection, three viols were used, or
more likely three bowed string instruments. Although at the time when the collection was
created, performance practice was based primarily on the needs and possibilities of the
performer, it is apparent that Michna conceived the entire cycle consistently as a chamber
work to be sung by two voices and played by two violins and continuo. The only exceptions
are song no. Xl, which is a dialogue between one vocal part and the first violins, and the
final song, in which the higher vocal part is accompanied by three string instruments.

The violin part that has been found and the rediscovered organ part are a challenge
for a new reconstruction and musical interpretation of this noteworthy work.*” At the same
time, they hold out the promise that another stroke of good fortune might one day give us
the complete collection.

Quaere et invenies. Die decima mensis Maii, anno bis millesimo decimo quarto.

45) We find similar dynamic markings, for example, in Michna’s collection Sacra et litaniae of 1654. Cf. MICHNA,
Adam z Otradovic: Sacra et litaniae - pars I., Missa |, Editio Supraphon, Prague 1990, ed. Jifi Sehnal, Vratislav
Bélsky - foreword, p. VI., and also in a copy of his Missa Sancti Wenceslai, cf. MICHNA, op. cit. in footnote 20,
p. VIl, Dynamics.

46) For the sake of completeness and curiosity: even the remainder of the string has been preserved that was
used to bind the simple four-page printing of the Strahov part.

47) For interesting information about literary aspects of Michna’s Loutna, cf. KVAPIL, Jan: Nalezova zprava
o pfimé predloze Michnovy Loutny ¢eské (Report on the Discovery of a Direct Source of Michna’s Loutna ¢eska),
in: Ceska literatura (Czech Literature) 52 (2004), No. 5, pp. 742-743. Michna was the subject of revelatory
interdisciplinary interpretation and of a number of contributions at a conference dedicated to the 400"
anniversary of his birth, which was held on 15 - 16 Sept. 2000 in Jindfichiv Hradec. Most of the contributions
were subsequently published in the journal Hudebni véda (Musicology), Vol. 37, 2001, Nos. 1-2.
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Adam Vaclav Michna z Otradovic: Loutna ceska /
The Czech Lute

Part varhan / Organ part

Kralovska kanonie premonstrat( na Strahové, pozls-
talost Romualda Perlika, karton 1266 28 / Royal Canon-
ry of Premonstratensians at Strahov, Romuald Perlik’s
estate, carton 1266 28
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Pisen 13 / Song 13

Filigrany uzitého papiru / Watermarks of the paper used
v partu varhan / in Organo v houslovém partu / in Violino
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Pribor, Wendelin Hueber

a Bonifazio Gratiani ve svetle
dosud neznameého rukopisu

DAGMAR STEFANCOVA

Ve fondu chronologicky evidovanych shirek Narodniho muzea - Ceského muzea hudby
(NM-CMH, déale jen CMH) byl donedévna uloZen pod pfirlistkovym &islem 134/68 ru-
kopisny svazek rané baroknich duchovnich skladeb, jehoz bliZzsi vyzkum prinesl zajimavé
vysledky. Narodni muzeum, respektive jeho byvalé hudebnéhistorické oddéleni, ziskalo
tento na prvni pohled nenapadny pramen v roce 1968 prevodem z Hudebniho archivu
Ceskoslovenského rozhlasu. Dalsi patrani po plivodu hudebniny sméfuje na Moravu: na
titulnim listu partu Basso continuo se nachazi podpis Leopolda Kroupy z Brna a razitko
,Deutsches Haus Brinn“ s doplnénym ¢islem 467. Nékdy v dobé existence brnénského
Némeckého domu, tedy v letech 1891-1945, byl ,nas“ rukopis soucasti jeho archivu.t
Neni znamo, kdy Brno opustil, ani jak docestoval do Prahy. Do Narodniho muzea se dostal
ve Spatném stavu: listy - potrhané a Spinavé - za sebou nasledovaly bez vétsi logiky,
takze se k podrobnéjSimu popisu pramene mohlo pristoupit az po zrestaurovani a roztfi-
déni celého kompletu.? Rukopis byl nakonec uspofadan do Sesti slozek a pod signaturou
AZ 88 preveden do speciélniho fondu AZ, v némz se v CMH soustfeduji nejstarsi hudebni
pamatky.

V nasledujici tabulce jsou shrnuty zakladni informace o jednotlivych slozkach:

Cislo

slozky Obsah Obsazeni Rozsah Pisafri

la Wendelin Hueber: Cantiones sacrae Basso continuo 28 s. Pisari A, B
Bonifazio Gratiani: Motetti ... + titulni list (7 bifol.)

1b Wendelin Hueber: Cantiones sacrae Canto (vel Alto, Teno- |40 s. Pisafi A, B
Bonifazio Gratiani: Motetti ... re) primo (10 bifol.)

1c Wendelin Hueber: Cantiones sacrae Canto (vel Tenore) 36 s. Pisari A, B
Bonifazio Gratiani: Motetti ... secundo (9 bifol.)

Tento &lanek vznikl za finanéni podpory Ministerstva kultury CR v ramci institucionalniho financovani dlouhodo-
bého koncepéniho rozvoje vyzkumné organizace Narodni muzeum (DKRVO 2014/45, 00023272).

1) BAJGAROVA, Jitka: Hudebni spolky v Brné a jejich role pfi utvaieni ,hudebniho obrazu“ mésta 1860-1918,
Centrum pro studium demokracie a kultury, Brno 2005. Autorka zminuje ,Gizké spojeni spolk( se spolky Ctenar-
skymi ... nebo s knihovnami a ¢itarnami“ a publikuje fotografie z Némeckého domu (Eitarnu ¢asopisu, prednas-
kovy sal, velky slavnostni sal atd.). Na s. 30 pfimo hovofi o ,archivu“ Némeckého domu. Némecky dim byl silné
ponicen za valky a v srpnu 1945 exemplarné odstrelen.

2) Provedla Eva Stulcova v restauratorské dilné Ceského muzea hudby ve spolupréaci s autorkou tohoto lanku.
Pramen byl poprvé predstaven v Praze na vyroéni konferenci Ceské spoleénosti pro hudebni védu 30. 11. 2013.
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1d Wendelin Hueber: Cantiones sacrae Basso 28 s. (7 bifol.) | Pisafi A, B
Bonifazio Gratiani: Motetti ...
2 ?: [Missal] Alto concertato, Can- |4, 4,4, 2, 2, Pisar C
to secundo, Violino 4s.(1,1,1
secundo, Clarino bifol., 1, 1 fol.,
primo secundo, Alto | 1 bifol.)
Trombone
3 ?: [Vesperae] Bassus primus 24 s. (6 bifol.) | Pisaf D

Jak je vyjadreno v Cislovani sloZek a vyplyva z jejich obsahu i Gcasti pisafd, prvni Ctyri
tvorily pivodné jednotny celek. Papir téchto sloZzek pochazi ze sovineckého panstvi na
severni Moravé: na vodoznaku je sova ve Stitu, jehoZ vrchol zdobi kfiz, vedle néj zprava
pismeno M, vievo mozna pismeno E nebo H; dalSi detaily nejsou zfetelné. Podobny vodo-
znak je doloZen z papirny v Horni Dlouhé Lougce, dnes Dlouhé Lou&ce u Sumvaldu.® Vzhle-
dem k tomu, Ze se v roce 1645 stal jejim majitelem Martin Honigschmidt (zemf. 1675)
s manzelkou Evou (inicialy M, H, E), je pravdépodobné, Ze tento papir vznikl nékdy v letech
1645-1675. Pro opis msSe (slozka €. 2) byl pouzit papir, ktery se zatim nepodafilo urdit.
Nedpory (sloZka &. 3) jsou opsané na papiru z vjznamné papirny v Ceské Dlouhé (dnes
soucast Bfezové nad Svitavou), potvrzené uz k roku 1663.% Na jejim vodoznaku se nachazi
erb Martinicl - lekno dopInéné Sternberskou hvézdou.

Partesy, jak se takovym hudebninam fikalo, byly ex post sefiznuty na shodny format, a to
190 x 155 mm. Na nékolika mistech proto chybi text pod posledni notovou osnovou nebo
naopak schazi zaznamy nad prvni notovou osnovou na strance. Ve hibetech zUstaly stopy
po prositi.

Vzhledem k tomu, Ze mSe a neSpory jsou anonymni a znaéné fragmentarni, zaméfi-
me svou pozornost na slozky 1a - d. Titulni list Basso continuo (1a) poskytuje kromé
jiZz citovanych anotaci k Brnu dilezZitou informaci o jednom z autor(l opsanych skladeb:
»A Wendelino Hueber Organi[sta] ad S[anctam] Dorotheam et Confraternitatis Mortuorum
Chori Regente Viennae*“.

Wendelin Hueber (Hiber) plsobil kolem roku 1650 v kostele sv. Doroty ve Vidni jako
varhanik a zaroven jako regenschori pohfebniho bratrstva,® v letech 1656-1668 byl

3) STRUZOVA, Veronika: Filigrany moravskych papiren na zékladé novych zjisténi vyuZiti papiru v kancelafi olo-
mouckych biskupd, diplomova prace, Univerzita Pardubice, Fakulta filozoficka, Katedra historickych véd, 2013.
Zde jsou publikovany filigrany z let 1612 a 1615. Mladsi filigran jiz zobrazuje sovu ve stité, i kdyZ jeSté neni zdo-
beny. Obec Dlouha Louc¢ka patfila k sovineckému, pozdéji k janovickému panstvi. Roku 1623 koupil Sovinecko
velmistr fadu némeckych rytitd a z Dlouhé Loucky uginil stfedisko tohoto panstvi. Téz SEHNAL, Jifi - PESKOVA,
Jitfenka: Caroli de Liechtenstein-Castelcorno episcopi Olomucensis operum artis musicae collectio Cremsirii re-
servata, Narodni knihovna CR - Editio Supraphon, Praha 1998, filigran &. 12 (sova). Doba vyskytu tohoto filigranu
ve sbirce je vymezena daty 1664-1688.

4) KUCERA, Miroslav: Papirny na Svitavé a Trebovce, in: Pomezi Cech a Moravy 4, 2000. Dostupné z: www.
soupispamatek.com/WEBHREBECSKO/papirny.doc [cit. 24. 6. 2014].

5) Kostel sv. Doroty ve Vidni spravoval fad feholnich kanovnikd sv. Augustina. V roce 1786 byl zrusen v rdmci
josefinskych reforem.
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videnskym démskym varhanikem.® CERL Thesaurus’ uvadi jeho Zivotni data 1615-1679.8
Hueberovy mse, litanie, Symphoniae sacrae, sonaty a moteto se svatoStépanskym téma-
tem Stephanus plenus gratia jsou uloZeny v hudebni sbirce olomouckého biskupa Karla
Liechtensteina-Castelcorno v Kroméfizi® a podchyceny v databazi RISM.X° V encyklopedické
literatufe se o Hueberovi mnoho nepiSe: zminuji ho pouze Frangois Joseph Fétis
v souvislosti s tiskem Cantiones sacrae unius, duarum, et trium vocum, cum basso ad
organum, vydanym v Luzernu u Davida Hautta v roce 1650,'* a Robert Eitner, ktery upres-
nuje nazvové Gdaje Cantiones sacrae o ¢islo opusové - ,secundum®.*? Pravé tuto sbirku
- s vyjimkou prvnich tfech sélovych skladeb - opsal pisaf A do rukopisu AZ 88. Protoze se
Cantiones sacrae v tisténém kompletnim obsazeni zachovaly podle RISM*® jen v Biblio-
théque nationale de France v Pafizi a v poctu dvou hlasl ve Staats- und Universitatsbiblio-
thek ve Frankfurtu nad Mohanem, patfi také jejich opis k dllezitym pramentm. Navic,
zasazen do Ceského, respektive moravského hudebnéhistorického kontextu, vypovida
o rozSiteni Hueberovych skladeb i mimo Liechtensteinovu kroméfizskou kapelu, a to do-
konce jesté pred jejim vznikem.

Na Hueberovu sbirku navazuje v AZ 88 vybér z Motetti a due, tre, quattro, cinque e sei
voci od Bonifazia Gratianiho (1605-1664), vydanych v Rimé u Vitale Mascardiho taktéz
roku 1650. Ze dvou- az Sestihlasych motet vybral pisaf B ,motetti a tre“, které maji podob-
né obsazeni jako skladby Hueberovy. Posledni z opsanych Gratianiho dél neni GpIné, chybi
v partech Basso continuo a Canto secundo (¢ast): tyto listy se ztratily. TiSténé hlasy vlastni
podle RISM* v Uplnosti Universitatsbibliothek v Miinsteru a v torzu tfi italské knihovny
a archivy, z nichz fimsky Archivio dell’ Arciconfraternita di San Giovanni de’ Fiorentini nas
zaujme jako dalSi ze spojnic mezi repertoarem AZ 88 a baroknimi nabozenskymi bra-
trstvy. V opisech ze 17. stoleti eviduje databaze RISM?® pét Gratianiho tfihlasych motet
Z Motetti a due, tre, quattro, cinque e sei voci. Také v hudebni shirce Karla Liechtensteina-

6) Domorganisten zu St. Stephan. Dostupné z: http://www.dommusik-wien.at/Dommusik/index.jsp?langid
=1&menuekeyvalue=510 [cit. 22. 11. 2013]

7) CERL - Consortium of European Research Libraries. Dostupné z: http://thesaurus.cerl.org/

8) V pripadé umrti se dokonce jedna o presné datum 10. 4. 1679, CERL vSak neodkazuje na zdroj informace.
Viz http://thesaurus.cerl.org/record/cnp01206434 [cit. 8. 7. 2014].

9)  Viz SEHNAL - PESKOVA, op. cit. v pozn. €. 3, 8. 256-265 a 1175-1176 (tisky).

10) Répertoire international des sources musicales (RISM), dostupné z: http://www.rism.info/en/service/
opac-search.html [cit. 23. 6. 2014]. Kromé informaci z kroméfizského archivu se v RISM nachazi jesté odkaz na
opis Hueberovy osmihlasé mSe, majetek Bibliotheki Polskiej Akademii Nauk v Gdansku.

11) FETIS, Francois Joseph: Biographie universelle des musiciens, 4. dil, Firmin Didot Fréres, Fils & C, Paris 1862.
12) EITNER, Robert: Biographisch-Bibliographisches Quellen-Lexikon..., 5. Band, Breitkopf & Haertel, Leipzig
1901, s. 221.

13) Répertoire international des sources musicales (RISM), A/I/4 (H 7765), Barenreiter, Kassel-Basel-Tours-
-London 1974.

14) Répertoire international des sources musicales (RISM), A/l/3 (G 3649), Barenreiter, Kassel-Basel-Tours-
-London 1972.

15) Viz http://www.rism.info/en/service/opac-search.html [cit. 25. 8. 2014]. Konkrétné se jedna o dvé moteta ve
sborniku Mus. 83 v anglické Christ Church Library & Archives (GB-Och) a po jednom v tabulatufe Vok. mus. 83:12
z Uppsala Universitet (S-Uu), ve Staatsbibliothek zu Berlin (Mus. Ms. 8131; D-B) a v drazdanské Sachsische
Landesbibliothek- Staats- und Universitatsbibliothek (D-DI), a to v rukopisu Mus. 1504-E-500, pochazejicim
z Fursten- und Landesschule Grimma.
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-Castelcorno, tak vyznamné pro vyzkum Hueberova dila, se nachazi nékolik Gratianiho
motet, avSak nikoli totoznych s AZ 88.1¢

Prehled skladeb ve slozkach 1a - d

Cislo | Autor Textovy incipit Specifikace Obsazeni

1 W. Hueber Domine, quis habitabit Zalm 5, sougast pohfebnich obfadd | T, B, Org

2 W. Hueber | Jesu, dulcis memoria Hymnus k NejsvétéjsSimu jménu Jezi§ [ T 1 1I, Org

3 W. Hueber | Jesu, Rex admirabilis Hymnus k NejsvétéjsSimu jménu Jezi§ [ T 1 1I, Org

4 W. Hueber | Jesum omnes agnoscite Hymnus k Nejsvétéjsimu jménu Jezis | C | I, Org

5 W. Hueber Inclina Domine aurem tuam Zalm 85, sou&ast pohfebnich obfadd | T 111, Org

6 W. Hueber | Salve, mundi salutare Hymnus, kontemplace ukfizovaného | A, T, B, Org
Krista

7 W. Hueber Salve, Jesu, Rex sanctorum Hymnus, kontemplace ukfizovaného | C | Il, B, Org
Krista

8 W. Hueber | Salve, Jesu, pastor bone Hymnus, kontemplace ukfizovaného | C | Il, B, Org
Krista

9 W. Hueber | Salve, Jesu, summae bonus Hymnus, kontemplace ukfizovaného |C | Il, B, Org
Krista

10 W. Hueber | Salve, salus mea Hymnus, kontemplace ukfizovaného | C | Il, B, Org
Krista

11 W. Hueber | Summi regis cor aveto Hymnus, kontemplace ukfizovaného |C | Il, B, Org
Krista

12 W. Hueber | Salve, caput cruentatum Hymnus, kontemplace ukfizovaného |C | Il, B, Org
Krista

13 W. Hueber Nunc dimittis servum tuum Canticum Simeonis (Gast [T 11, B, Org
kompletare)

14 B. Gratiani Domine, ne in furore tuo Zalm 6, sougast pohfebnich obradd | C 111, B, Org

15 B. Gratiani | Ad mensam dulcissimi Modlitba sv. Ambroze pred msi CIlI, T, Org

16 B. Gratiani Haec est vera fraternitas Responsorium nebo antifona ClIl, B, Org

17 B. Gratiani | O Jesu, Fili Mariae virginis [text sloZeny z rlznych modliteb, [C Il 1lI, Org
oslava JeZiSova vitézstvi nad smrti]

18 B. Gratiani | Aperi mihi, soror mea Antifona, z Pisné pisni A, T,B,Org

19 B. Gratiani | Salve, o dulce amoris fons ,De venerabili Sacramento* C,AT,Org

20 B. Gratiani | Veni, electa mea Antifona, z Pisné pisni CILIL T, Org

21 B. Gratiani | Surge, veni, gaude Antifona, z Pisné pisni (,de Sacra-|C1II, T, Org
mento*)

22 B. Gratiani Rex magnae caelitum ,De Martyre* C 1[I, B, [Org]

16) Viz SEHNAL - PESKOVA, op. cit. v pozn. &. 3, §. 221-222.
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Zvlast pozoruhodna jsou Cisla
6-12 z Hueberovych Cantiones
sacrae, zhudebnujici basnicky text \
nazyvany Rhythmica oratio.' Za *g
autory tohoto mystického hymnu ¥
z pfelomu 12. a 13. stoleti byva-
ji povazovani bud svaty Bernard
z Clairvaux, nebo blahoslaveny Ar-
nulf z Lované, cisterciacky mnich
a pozdéji opat. Vybrané ¢asti
hymnu proslavil v dobé baroka
Dietrich Buxtehude (cca 1637-

1707) svymi Membra Jesu nostri ] "ﬂ 2 M,ﬂid%w a7 arnHECL:
(BuxWV 75) z roku 1680, ktera po- V2 idulne wad-mmm CCB.
jal jako cyklus sedmi kantat kon- J3. e mﬁlﬁw‘(uﬁ‘y.
templujicich ukfizovaného Krista, VL rrnree pe s Yoo tue COA.
a to postupné jeho chodidla, kole- 14 .ffd@/m &4 .. CCos
na, ruce, bok, hrud, srdce a tvar. : /5 jfﬂ‘%z’cm Aes. CCL.
Toto rozélenéni, dané uz samot- R : :

RS ety . T S b o B

nou textovou predlohou, respek-
toval i Wendelin Hueber. Ve srov- Rejstfik skladeb / List of compositions
nani s Buxtehudem jsou moteta Basso, fol. 1*
z Cantiones sacrae kompozicné NM-CMH AZ 88
jednodussi, s Uspornym obsaze-
nim, zato vSak davaji prostor delSim Usek(im stfedovékého textu. Napf. hned v prvni ¢asti
- Salve, mundi salutare (,ad pedes”) - Hueber zhudebnil osm strof hymnu, kdezto Buxte-
hude tfi. Buxtehude kazdou z kantat za¢ina instrumentalnim Gvodem, nasleduje concerto
na texty z Pisma, které se namétoveé vztahuji k pravé pojednavané ¢asti Kristova téla, po
ném se ve tfech ariich objevi tfi strofy z Rhythmica oratio a nakonec opét zazni concerto.
Hueber nekombinuje hymnus s Zadnym jinym textem, chybéji Gvodni sonaty a arie.
Podrobnéjsi pohled na texty jednotlivych skladeb vede opét k (vaze, jak dalece mohly
byt party z AZ 88 spjaty s ¢innosti naboZenskych bratrstev. Ta totiz patfila v 17. a 18. sto-
leti k profilu katolického zapadoevropského kiestanstva. Smrt byla stéZejnim tématem
nabozZenského Zivota, protoZe otevirala cestu do véénosti. Néktera bratrstva se pfimo spe-
cializovala na posledni véci ¢lovéka, at uz to byla pfiprava k ,dobré smrti“, podpora ¢len(
v nemoci, zajisténi pohfbu nebo modlitby za duse, zadusni mse ¢i vyuzivani nejriiznéjsich
oltarnich privilegii a odpustk(.® MySlenkovy svét téchto bratrstev a jesté obecnéji barokni

17) Rhythmica oratio ad unum quodlibet membrorum Christi patientis et a cruce pendentis, v 17. stoleti rozsi-
fené i pod nazvem Salve, mundi salutare.

18) Z pocetné literatury k tomuto tématu uved'me napf. sbornik Cirkev a smrt. Institucionalizace smrti v raném
novovéku, ed. Martin Holy a Jifi Mikulec, Historicky Ustav, Praha 2007. MIKULEC, Jifi: Barokni naboZenska bra-
trstva v Cechach, Kniznice Dé&jin a soucasnosti, sv. 13, Nakladatelstvi Lidové noviny, Praha 2000. ZboZnych dusi
ul. NaboZenska bratrstva v kulturfe ranénovovéké Moravy, eds. Vladimir Manas, Zdenék Orlita, Martina Pot(i¢ko-
va, Muzeum uméni Olomouc, Olomouc 2010.
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zboznost se odrazeji také ve skladbach Wendelina Huebera a Bonifazia Gratianiho. Rok
1650 (datum vydani obou opsanych sbirek) byl papeZzem Inocencem X. vyhlasen za Svaty
rok, jak velela pravidelna posloupnost milostivych let, a k nému smérovaly i nékteré hu-
debni produkce, pficemz fimska bratrstva pomahala zvladnout pfiliv poutnik(, proudicich
do ,vé¢ného“ mésta. Mimochodem, Bonifazio Gratiani mél pravdépodobné k jednomu
z fimskych naboZenskych bratrstev blizko: v roce 1648 byl jmenovan kapelnikem v chra-
mu Il Gesu a v Collegio Romano, v obou pfipadech spravovanych jezuity. Téhoz roku byla
v chramu Il Gesu zaloZena ,congregazione della buona morte“ (bratrstvo dobré smrti),*®
presnéji jezuitsky coetus s patrociniem JezZiSe Krista umirajiciho na kfizi a Panny Marie
Bolestné.

SloZzka 1d (Basso) zacina rejstfikem skladeb 1-22. U tfi Gratianiho skladeb se zde na-
Iéza poznamka o jejich pfislusnosti k urcitym svatklm liturgického roku. Vzhledem k tomu,
Ze se jedna o oslavu mucednické smrti a o tajemstvi Téla a Krve Pané, daji se také tyto
texty vztahnout k okruhu nabozenskych bratrstev, vzdyt pravé eucharisticky kult péstovalo
mnoho konfraternit. JeSté v poloviné 17. stoleti se mezi bratrstvy téSilo oblibé boZitélové
patrocinium spolu se zasvécenim rizencovym nebo Skapulifovym. Pfiznacny obsah, ktery
Ize chapat symbolicky jako chvalu konfraternity, ma moteto Haec est vera fraternitas.

Bylo by sice velmi lakavé spojit rukopis AZ 88 s nékterym z moravskych naboZenskych
bratrstev, avSak dalSi z proveniencnich pripisli na titulni strané continua (1a) sice ukazuje
na Moravu, nicméné k rektorovi méstské Skoly:

Tyto Concerti of...]y Panu Mathessovi W: Rectoru Mésta Przibora. Ktere gsau w novie Compo-
nirovane. W Cz A[nno] 1650

Pribor, jedno z nejstarSich mést na severovychodni Morave, byl majetkem olomouc-
kych biskupl a pred tficetiletou valkou proZival velky vzestup. V roce 1626 ho ponicila
armada generala Petra ArnoSta Mansfelda, ale mésto se brzy opét pozvedlo. V dobé, kdy
vznikl opis skladeb Wendelina Huebera a Bonifazia Gratianiho, tedy kolem roku 1650,
zdarné prosperovalo. S Pfiborem se nam zaroven pfipomene filigranologicky rozbor pa-
piru pouZitého v AZ 88 a stopy, vedouci do severomoravskych papiren. Pod inicidlou W CzZ
z vy3e citovaného pfipisu se skryva Jakub V. Cervinka, plnym jménem podepsany na
fol. 12¥slozky 1c¢ a v tabulce vedeny jako pisaf B. Rektora méstské Skoly MatousSe eviduje
Vladimir Manas k roku 1637, kdy ,dostal od méstské rady 1 dukat (v cené 2 zlaté slezské
a 18 grodl) k svatebnimu veseli“.2° Cervinkova dedikace z roku 1650 dokazuje, 7e v té
dobé rektor Matous setrvaval ve funkci a plnil své Ukoly véetné hudebnich produkci s po-
mocniky a Zaky Skoly.

19) SERRA, Alessandro: Culti e devozioni delle confraternite romane in Eta moderna, disertacni prace, Univer-
sita degli studi di Roma ,Tor vergata“, 2010. Dostupné z: http://goo.gl/dHf1BW [cit. 23. 6. 2014].

20) Dékuji Vladimiru Manasovi za poskytnuti dosud nepublikovanych (daju, tykajicich se hudebniho Zivota v PFi-
boru a historie ndbozenskych bratrstey, i za jeho konzultace.
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V souvislosti s hudebni historii Pfiboru nelze nevzpomenout dva zachované inventare
farniho kostela Narozeni Panny Marie,?* kde byly sepsany i ,knihy a partesy kostelni k spi-
vani nalezejici“, o néz mél rektor pecovat. UZ v prvnim pfiborském inventafi z roku 1614
se nachazi jedno dilo nového koncertantniho slohu a inventar z roku 1637 uvadi takovych
skladeb mnohem vic. Jako farar v Pfiboru plsobil v letech 1624-1658 Vaclav Kozmian,
privizenec moderniho hudebniho sméru. Je tedy patrné, Ze sbirkou Hueberovych a Gra-
tianiho motet mohl pisafr Cervinka udélat radost jak rektorovi, tak duchovnimu spravci
priborského kostela.

Myslenku o urcité souvislosti rukopisu s nabozenskym bratrstvem vSak prece jen nemu-
sime (plIné zavrhnout. Také v Pfiboru existovala v poloviné 17. stoleti naboZzenska bratrstva:
Neposkvrnéného poceti Panny Marie a sv. Valentina, zalozené roku 1603, a riZencové
bratrstvo od roku 1651. Rector scholae et chori pravdépodobné patfil mezi ¢leny ales-
pon jedné z pFiborskych konfraternit. Poté, co bylo roku 1629 bratrstvo Neposkvrnéného

poceti Panny Marie inkorporovano ke kroméfizskému arcibratrstvu a jeho ¢lenem se stal

i biskup FrantiSek z Dietrichsteina, vyvstavaji dalSi moznosti blizSich kontaktd mezi Kromé-
fizi a Pfiborem. Navic uz na zacatku 17. stoleti bylo kroméfizské bratrstvo inkorporovano
k Fimskému bratrstvu Confallonis. O propojeni Skoly a bratrstev neni pochyb. Angazovanim
profesionalnich hudebnik(l zajiStovala bratrstva vysokou Uroven slavnostnich bohosluzeb,
procesi a dalSich aktivit, dbala na reprezentaci a podle nékterych stanov najimala ,$kolni
muziku v souvislosti s vyrocnimi bohosluzbami konfraternity, zejména co se tyCe zadusni
liturgie“.?2 Pravé Hueberovy a Gratianiho skladby se k takovym pfilezitostem velmi dobre
hodi. Mohly vSak zaznit i pfi béZném liturgickém provozu farniho kostela, napf. pfi pozdvi-
hovani, kde by se uplatnila jak eucharisticky zaméfena Gratianiho moteta, tak skladby

o Kristové utrpeni.®

Jiz dfive publikovany prehled vice nez sto Sedesati lokalit - moravskych farnich kostell
s Udaji o hudebnicich a Feditelich kar( a Skol, o nastrojich a hudebninach, které se na
klrech pouZzivaly v 17. a 18. stoleti?* dovoluje zasadit tento rukopis do SirSiho hudebnéhis-
torického kontextu. Pfibor se zde nachazi mezi lokalitami, kde se figuralni hudba péstovala
uz v 1. poloviné 17. stoleti. Vyznam rukopisu AZ 88 spociva predevSim v tom, Ze obsahuje
starsia v mnoha ohledech - byt jen naznacenych - pozoruhodny repertoar, ktery rozsituje
nase znalosti 0 hudebnim Zivoté v PFiboru.

21) SEHNAL, Jifi: Nové prispévky k dé&jindm hudby na Moravé v 17. a 18. stoleti, in: Casopis Moravského musea
- Acta musei Moraviae, Védy spoleCenské - Scientiae sociales, ro€. LX, 1975, s. 159-180. Konkrétné se jednalo
o Concerti ecclesiatici od Giacoma Finettiho, v mladSim inventafi byli jmenovani napf. Ignazio Donati, Allesandro
Grandi, Gabriello Puliti atd.

22) MANAS, Vladimir: Hudebni aktivity naboZenskych korporaci na Moravé v raném novovéku, disertaéni prace,
Masarykova univerzita, Filozoficka fakulta, Ustav hudebni védy, Brno 2008, s. 50.

23) SEHNAL, op. cit. v pozn. ¢. 21. Na s. 161 autor cituje z ustanovovaciho dekretu pro ,nového rektora a slu-
7ebnika kostelniho* v PFiboru z roku 1611 (OA Novy Ji¢in, MU Pfibor, i. &. 541): ,TéZ ad Sacrum lectum quotidie,
si tamen celebratum fuerit s pacholaty choditi a post elevationem Mutetum zazpivati bud ¢esky neb latinsky.“
24) SEHNAL, Jifi: Figuralni hudba ve farnich kostelich na Moravé v 17. a 18. stoleti, Hudebni véda, ro¢. 33,
1996, €. 2, s. 159-177. TéZ SEHNAL, Jifi: Das alteste Musikalieninventar Méhrens, in: Beitrage zur Musikwissen-
schaft, 7. Jahrgang, Heft 2, 1965, s. 139-152. V této studii je pojednan inventar z kostela sv. Marka v Litovli.
Pochazi z roku 1671 a mezi autory inventovanych skladeb jsou v ném uvedeni napf. Alessandro Grandi nebo
Giovanni Rovetta.
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and Bonifazio Gratiani
in Light of a Previously
Unknown Manuscript

DAGMAR STEFANCOVA

esearch on a folder of manuscript parts from the mid-17™" century (NM-CMH AZ 88)

has led to the finding that this previously unknown source, which comes from the
town of Pfibor in northern Moravia. On the basis of the provenience of inscriptions and
impressions of rubberstamps, it is possible to follow the manuscript’s journey to the
National Museum, and in particular its relationship to the municipal school, to the parish
church, and hypothetically also to Baroque-era religious confraternities in Pfibor. Most of
the parts contain compositions by Wendelin Hueber (1615-1679) and Bonifazio Gratiani
(1605-1664) that were issued in print around the year 1650. Some of the motets by
W. Hueber that set a mystical medieval text offer a parallel to Buxtehude’s Membra Jesu
Christi of 1680.

Pfibor - Wendelin Hueber - Bonifazio Gratiani - religious confraternities - municipal
school in the 17* century - sacred music - Baroque - mystical poetry - music in a parish
church

In the chronologically catalogued collections of the National Museum - Czech Museum
of Music (NM-CMH, hereinafter Czech Museum of Music), a bundle of manuscripts of early
baroque sacred compositions was held until recently under acquisition number 134/68,
and more detailed study of the manuscripts has yielded interesting results. This source,
somewhat inconspicuous at first glance, was moved in 1968 from the Czechoslovak Radio
Music Archives to the former music history department of the National Museum. The
further search for the origins of the musical material takes us to Moravia: the title page of
the Basso continuo part bears the signature of Leopold Kroupa of Brno and an impression
of the rubberstamp of the “Deutsches Haus Brunn” with the number 467 added. Sometime
during the existence of the German House in Brno, i.e. between 1891 and 1945, this
Czech manuscript was part of its archives.! It is not known when it left Brno and how it

This work was financially supported by Ministry of Culture of the Czech Republic (DKRVO 2014/45, National
Museum, 00023272).

1) BAJGAROVA, Jitka: Hudebni spolky v Brné a jejich role pfi utvareni ,hudebniho obrazu“ mésta 1860-1918
(Musical Societies in Brno and Their Role in the Creation of the ‘Musical Image’ of the City between 1860 and
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made its way to Prague. It arrived to the National Museum in poor condition: the pages
- torn and dirty - were not ordered in a generally logical sequence, so a more detailed
description of the source could not proceed until after the complete set had undergone
restoration and sorting.? In the end, the manuscript was arranged into six folders, was
given the catalogue number AZ 88, and was placed in the special AZ collection, in which
the oldest musical holdings of the Czech Museum of Music are concentrated.

The following table summarizes basic information about the individual folders:

Folder Instrumentation 3
Contents ) Length Scribes
number and voices
la Wendelin Hueber: Cantiones sacrae | Basso continuo 28 pp. Scribes A, B
Bonifazio Gratiani: Motetti ... + title page (7 bifolios)
1b Wendelin Hueber: Cantiones sacrae | Canto (vel Alto, 40 pp. Scribes A, B
Bonifazio Gratiani: Motetti ... Tenore) primo (10 bifolios)
1c Wendelin Hueber: Cantiones sacrae | Canto (vel Tenore) 36 pp. Scribes A, B
Bonifazio Gratiani: Motetti ... secundo (9 bifolios)
1d Wendelin Hueber: Cantiones sacrae | Basso 28 pp. Scribes A, B
Bonifazio Gratiani: Motetti ... (7 bifolios)
2 ?: [Missa] Alto concertato, 4,4,4,2,2,4pp. | Scribe C
Canto secundo, Vio- (1, 1, 1 bifolio,
lino secundo, Clarino | 1, 1 folio,
primo secundo, Alto 1 bifolio)
Trombone
3 ?: [Vesperae] Bassus primus 24 pp. Scribe D
(6 bifolios)

As is expressed by the numbering of the folders and is implied by their contents and
the participating scribes, the first four originally constituted a single whole. The papers in
these folders originally came from the Sovinec estate in northern Moravia: the watermark
bears an owl on a shield with its top decorated by a cross, and to the right of it is the
letter M, while on the left is possibly either E or H; the other details are unclear. A similar
watermark has been documented for the paper mill in Horni Dlouha Loucka, today Dlouha
Lou&ka near Sumvald.2 In view of the fact that in 1645 the paper mill became the property

1918), Centrum pro studium demokracie a kultury (Centre for the Study of Democracy and Culture), Brno 2005.
The author mentions “the close connection between associations and readers’ associations ... or with libraries
and reading rooms,” and she publishes photographs of the German House (periodical reading room, lecture hall,
large ceremony hall etc.). On p. 30 there is direct mention of the “archives” of the German House. The German
House was severely damaged during the war, and in August 1945 it was demolished to make a public statement.

2) Eva Stulcova performed this work at the restoration workshop of the Czech Museum of Music in cooperation
with the author of this article. The source was first presented in Prague at a conference of the Czech Musicological
Society on 30 Nov. 2013.

3) STRUZOVA, Veronika: Filigrany moravskych papiren na zakladé novych zjisténi vyuZiti papiru v kancelafi
olomouckych biskupu (Watermarks of Moravian Paper Mills on the Basis of New Findings on the Use of Paper
in the Office of the Olomouc Bishops), thesis, University of Pardubice, Faculty of Arts and Philosophy, History
Department, 2013. Watermarks from 1612 and 1615 are published in this study. The newer watermark depicts
an owl on a shield, although it is not yet decorated. The town Dlouha Loucka belonged to the Sovinec estate and
then later to the Janovice estate. In 1623, the Sovinec estate was bought by the grand master of an order of
German knights who made Dlouha Loucka the center of his dominion. See SEHNAL, Jifi - PESKOVA, Jitfenka:
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of Martin Honigschmidt (11675) and his wife Eva (the initials M, H, E), it is likely that this
paper was made sometime between 1645 and 1675. The paper used for the copy of the
mass (folder no. 2) has not yet been successfully identified. The Vespers (folder no. 3) are
copied on paper from an important paper mill in Ceska Dlouha (today part of Bfezova nad
Svitavou), already attested from the year 1663.# The coat of arms of the Martinic family
(a water lily with the addition of the Sternberk star) is found on the watermark.

The parts were trimmed after the fact to an identical format, i.e. 190 x 155 mm.
Therefore, in a few places the text is missing beneath the last staff, or the other way
around: indications are missing above the first staff on a page. Traces of sewing remain
at the spines.

In view of the fact that the mass and vespers are anonymous and quite fragmentary, we
shall be focusing our attention on folders 1a - d. The title page of the Basso continuo part
(1a) provides not only the aforementioned reference to Brno, but also important information
about one of the composers of the copied compositions: “A Wendelino Hueber Organi[sta]
ad S[anctam] Dorotheam et Confraternitatis Mortuorum Chori Regente Viennae.”

Around the year 1650, Wendelin Hueber (Huber) was employed at the Church of
St Dorothy in Vienna as an organist and choirmaster for a funeral confraternity,®> and from
1656 until 1668, he was the organist at the cathedral in Vienna.® The CERL Thesaurus’
gives the years of his birth and death as 1615-1679.8 Hueber’s mass, litanies, Symphoniae
sacrae, sonatas, and motet on the theme of St Stephen titled Stephanus plenus gratia
are in the holdings of the music collection in Kromé&fiz belonging to the Olomouc bishop
Karl Liechtenstein-Castelcorno,® and they are recorded in the RISM database.’® The
encyclopedia literature does not tell us much about Hueber. He is only mentioned by
Francois Joseph Fétis in connection with the printing of Cantiones sacrae unius, duarum,

et trium vocum, cum basso ad organum, published in Lucerne by David Hautt in 1650,

Caroli de Liechtenstein-Castelcorno episcopi Olomucensis operum artis musicae collectio Cremsirii reservata,
National Library of the Czech Republic - Editio Supraphon, Prague 1998, watermark no. 12 (owl). The period of
the incidence of this watermark in the collection is placed between 1664 and 1688.

4) KU(j)ERA, Miroslav: Papirny na Svitavé a Trebovce (Paper Mills on the Svitava and Trebovka Rivers), in:
Pomezi Cech a Moravy 4 (Frontiers of Bohemia and Moravia 4), 2000. Available at: www.soupispamatek.com/
WEBHREBECSKO/papirny.doc [downloaded on 24 June 2014].

5) The Church of St Dorothy in Vienna was under the administration of the Canons Regular of St Augustine. In
1786 the church was closed as part of the Josephinian reforms.

6) Domorganisten zu St. Stephan. Available at: http://www.dommusik-wien.at/Dommusik/index.
jsp?langid=1&menuekeyvalue=510 [downloaded on 22 Nov. 2013]

7) CERL - Consortium of European Research Libraries. Available at: http://thesaurus.cerl.org/

8) Inthe case of his death, there is even an exact date: 10 April 1679, but CERL does not credit the source of
the information. See http://thesaurus.cerl.org/record/cnp01206434 [downloaded on 8 July 2014].

9) See SEHNAL - PESKOVA, op. cit. in footnote no. 3, nos. 256-265 and 1175-1176 (printed copies).

10) Répertoire international des sources musicales (RISM), see http://www.rism.info/en/service/opac-search.
html [downloaded on 23 June 2014]. Besides information from the Kromériz archives, there is also a reference
in RISM to a copy of Hueber’s eight-voice mass, property of the Polska Akademia Nauk, Bibliotheka Gdarnska
(Polish Academy of Sciences, Gdansk Library).

11) FETIS, Frangois Joseph: Biographie universelle des musiciens, Vol. 4, Firmin Didot Fréres, Fils & C, Paris
1862.
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and by Robert Eitner, who specifies an opus number for Cantiones sacrae - “secundum”.*?
It is this collection - with the exception of the first three solo compositions - that was
copied by scribe A into manuscript AZ 88. Because according to RISM*® the Cantiones
sacrae have been preserved as a complete printed set only at the Bibliothéque nationale
de France in Paris and with only two of the voices at the Staats- und Universitatsbibliothek
in Frankfurt am Main, this copy of the work is also an important source. Moreover, as the
copy belongs to the context of Czech, or more precisely, Moravian music history, it tells us

that Hueber’'s compositions spread beyond just the Liechtenstein choir in Kromériz, and
had in fact already done so before the choir was established.

Hueber’s collection in AZ 88 is followed by a selection from the Motetti a due, tre,
quattro, cinque e sei voci by Bonifazio Gratiani (1605-1664), also published in 1650 by
Vitale Mascardi in Rome. From among the motets for two to six voices, scribe B selected
the “motetti a tre”, which call for forces similar to those of Hueber's compositions. The
last of Gratiani’s works copied in the manuscript is incomplete, as the parts for the Basso
continuo and the Canto secundo (partially) are missing: those pages have been lost.
According to RISM,* the Universitatsbibliothek in Miinster has a complete set of printed
parts, while three Italian libraries and archives have incomplete sets. Among the latter,
the material at the Archivio dell’ Arciconfraternita di San Giovanni de’ Fiorentini interests
us as yet another link between the repertoire in AZ 88 and the religious confraternities of
the Baroque era. There are records in the RISM database?® of 17"-century copies of five
three-voice motets by Gratiani from Motetti a due, tre, quattro, cinque e sei voci. The music
collection of Karl Liechtenstein-Castelcorno, which is of great importance for research
on Hueber’'s music, also contains several of Graziani’s motets, but not the same ones as
those in AZ 88.1¢

Overview of the compositions in folders 1a - d

Number | Author Incipit Specifications Instrumentation
and voices
W. Hueber | Domine, quis habitabit Psalm 5, part of the funeral services [T, B, Org
W. Hueber | Jesu, dulcis memoria Hymn to the Holy Name of Jesus TII, Org
3 W. Hueber | Jesu, Rex admirabilis Hymn to the Holy Name of Jesus TII,Org

12) EITNER, Robert: Biographisch-Bibliographisches Quellen-Lexikon..., 5. Band, Breitkopf & Haertel, Leipzig
1901, p. 221.

13) Répertoire international des sources musicales (RISM), A/I/4 (H 7765), Barenreiter, Kassel-Basel-Tours-
-London 1974.

14) Répertoire international des sources musicales (RISM), A/1/3 (G 3649), Barenreiter, Kassel-Basel-Tours-
-London 1972.

15) See http://www.rism.info/en/service/opac-search.html [downloaded on 25 Aug. 2014]. Specifically, this
involves two motets in the collection Mus. 83 at the Christ Church Library & Archives in England (GB-Och) and
one each in tablature Vok. mus. 83:12 from Uppsala Universitet (S-Uu), at the Staatsbibliothek zu Berlin (Mus.
Ms. 8131, D-B), and in Dresden at the Sachsische Landesbibliothek- Staats- und Universitatsbibliothek (D-DI) in
the manuscript Mus. 1504-E-500, which comes from the Firsten- und Landesschule Grimma.

16) See SEHNAL - PESKOVA, op. cit. in footnote no. 3, pp. 221-222.
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4 W. Hueber |Jesum omnes agnoscite Hymn to the Holy Name of Jesus ClIl, Org
W. Hueber | Inclina Domine aurem tuam | Psalm 85, part of the funeral services [T 11, Org
W. Hueber | Salve, mundi salutare Hymn, contemplation of the crucified | A, T, B, Org

Christ

7 W. Hueber | Salve, Jesu, Rex sanctorum | Hymn, contemplation of the crucified | C11l, B, Org
Christ

8 W. Hueber | Salve, Jesu, pastor bone Hymn, contemplation of the crucified [C11l, B, Org
Christ

9 W. Hueber | Salve, Jesu, summae bonus | Hymn, contemplation of the crucified | C I 1l, B, Org
Christ

10 W. Hueber | Salve, salus mea Hymn, contemplation of the crucified [ C I 1l, B, Org
Christ

11 W. Hueber | Summi regis cor aveto Hymn, contemplation of the crucified | C 11l, B, Org
Christ

12 W. Hueber | Salve, caput cruentatum Hymn, contemplation of the crucified [CI1l, B, Org
Christ

13 W. Hueber | Nunc dimittis servum tuum | Canticum Simeonis (part of Compline) | T I 1l, B, Org

14 B. Gratiani | Domine, ne in furore tuo Psalm 6, part of the funeral services CllIl, B, Org

15 B. Gratiani | Ad mensam dulcissimi Prayer of St Ambrose before Mass CIIL T, Org

16 B. Gratiani | Haec est vera fraternitas Responsory or antiphon ClIl, B, Org

17 B. Gratiani | O Jesu, Fili Mariae virginis | [the text is compiled from various CLIL, Org
prayers; a celebration of Jesus’ victory
over death]

18 B. Gratiani | Aperi mihi, soror mea Antiphon, from Song of Songs A, T, B, Org

19 B. Gratiani | Salve, o dulce amoris fons | “De venerabili Sacramento” C,AT,Org

20 B. Gratiani | Veni, electa mea Antiphon, from Song of Songs CIII, T, Org

21 B. Gratiani | Surge, veni, gaude Antiphon, from Song of Songs (“de|CIII, T, Org
Sacramento”)

22 B. Gratiani | Rex magnae caelitum “De Martyre” C 1], B, [Org]

Numbers 6-12 of Hueber’s Cantiones sacrae, setting a poetic text titled Rhythmica
oratio to music, are especially noteworthy.'” The author of this mystical hymn from the
12" or 13" century is generally believed to have been either St Bernard of Clairvaux or
the Blessed Arnulf of Leuven, a Cistercian monk and later an abbot. Selected parts of
the hymn were made famous during the Baroque era by Dietrich Buxtehude (ca. 1637 -
1707) in his Membra Jesu nostri (BuxWV 75) of 1680, which he conceived as a cycle
of seven cantatas contemplating the crucified Christ, successively concerning his feet,
knees, hands, side, breast, heart, and face. This compartmentalization, patterned after
the original text, was also respected by Wendelin Hueber. In comparison with Buxtehude'’s,
the motets from Cantiones sacrae are compositionally simpler and use modest forces, but
they allow room for longer sections of the medieval text. For example, in the very first part -

17) Rhythmica oratio ad unum quodlibet membrorum Christi patientis et a cruce pendentis, also disseminated
during the 17" century under the title Salve, mundi salutare.
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Salve, mundi salutare (“ad pedes”) -
Hueber set eight strophes of the
hymn to music, while Buxtehude
set only three. Buxtehude places
an instrumental introduction before
each of the cantatas, and there
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not combine the hymn with any other =
text, and the introductory sonatas
and arias are missing.

A more detailed look at the texts
of the individual compositions then
leads one to consider the extent t0  wendelin Hueber: Salve, mundi salutare
which the parts from AZ 88 might Alto, fol. 6' (pisaf A) / (scribe A)
be connected with the activities of ~MCMHAZ88
religious confraternities. During the
17" and 18" centuries, confraternities were a part of the profile of Catholicism in Western
Europe. Death was a key topic of religious life, because it opened the path to eternity.
Some confraternities actually specialized in the last things of mankind, whether this
involved preparations for a “good death”, support for members during iliness, securing of
burial arrangements, or prayers for the soul, requiem masses, or the use of various kinds
of altar privileges and indulgences.!® The intellectual world of these confraternities and
Baroque piety more generally are also reflected in the compositions of Wendelin Hueber
and Bonifazio Gratiani. Pope Innocent X declared 1650 (when both of the described
collections were published) to be a Holy Year in accordance with the regular sequence of
jubilee years, and some musical productions were also intended for that purpose. At the
same time, the confraternities of Rome where helping with managing the influx of pilgrims
into the city. Incidentally, Bonifazio Gratiani was probably close to one of the confraternities
in Rome - in 1648 he was appointed as maestro di capella at the Jesuit Church of the

f-_—-——"_‘-t's i

E
a
L:
?-.
i g

%s

#‘%

= 3

-&A-;,

I 2l

_f»'_z'-_zz

w\ﬁuﬂnmm a-aﬂllﬂ Fder fmIm-ar J::?BJ;} cﬂ e qﬁhﬂ |

18) From among the large quantity of literature on this subject, we would mention, for example, the collection
Cirkev a smrt. Institucionalizace smrti v raném novovéku (The Church and Death. The Institutionalization of
Death in the Early Middle Ages), ed. Martin Holy and Jifi Mikulec, Historicky Ustav (Institute of History), Prague
2007. MIKULEC, Jifi: Barokni ndboZenska bratrstva v Cechach (Baroque Religious Confraternities in Bohemia),
Kniznice Dé&jin a soucasnosti (Publisher’s Series of History and the Present), Vol. 13, published by Nakladatelstvi
Lidové noviny, Prague 2000. ZboZnych dusi ul. NaboZenska bratrstva v kultufe ranénovovéké Moravy (A Hive of
Devout Souls. Religious Confraternities in the Culture of Early Medieval Moravia), eds. Vladimir Manas, Zdenék
Orlita, Martina Pot(ickova, Muzeum uméni Olomouc (Olomouc Museum of Art), Olomouc 2010.
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Gesu in Rome and at the Collegio Romano, also under Jesuit administration. That same
year, a congregazione della buona morte (confraternity of good death), or more precisely,
a Jesuit coetus with the patronage of Jesus Christ dying on the cross and of Our Lady of
Sorrows was founded that same year at the Church of the Gesu.*®

Part 1d (Basso) begins with an index of compositions 1 - 22. A comment is found there
for three of Gratiani’s compositions concerning their appropriateness for certain feast
days of the liturgical year. Since what was involved was the celebration of martyrdom and
the mysteries of the Body and Blood of the Lord, these texts can also be connected to the
circle of religious confraternities, because many confraternities were fostering the cult of
the Eucharist. In the mid-17™ century, patronage of the Blessed Sacrament together with
the protection of the rosary or the scapular still enjoyed popularity among confraternities.
The content of the motet Haec est vera fraternitas is characteristic and can be understood
symbolically as praise of confraternity.

It would be quite tempting to connect the manuscript AZ 88 with one of the Moravian
religious confraternities, but while another of the attributions of provenience on the title
page of the continuo part (1a) indicates Moravia, it instead specifies the rector of the
town’s school:

These Concerti [illegible: copied?| for Mr. Mathess W: Rector of the Town of Piribor. Which are
newly composed. W Cz A|nno| 1650

Pribor, one of the oldest towns in northeastern Moravia, belonged to the bishops of
Olomouc, and it grew rapidly before the Thirty Years’ War. In 1626, the town was damaged
by the army of General Peter Ernst von Mansfeld, but it soon recovered. At the time when
the copy of compositions by Wendelin Hueber and Bonifazio Gratiani was made, i.e.
around 1650, Pfibor was enjoying prosperity. The mention of Pfibor also brings to mind the
analysis of watermarks of the paper used for AZ 88 and the clues pointing towards paper
mills in northern Moravia. The initial W CZ in the attribution cited above stands for Jakub
V. Cervinka, whose name is signed in full on folio 12" in folder 1c, and who is listed in the
table as scribe B. Vladimir Manas lists Matous (Mathess) as the rector of the municipal
school as of 1637, when “he received one ducat from the town council (worth two Silesian
gulden and 18 groschen) for wedding celebrations.”?° Cervinka’s dedication dated 1650
proves that at the time, Matous was still serving as rector and was carrying out tasks
including musical productions with school assistants and pupils.

In connection with the music history of Pfibor, one should not overlook two extant
inventories from the Parish Church of the Nativity of the Virgin Mary,?* which list, among
other things, “books and parts for church singing” that were entrusted to the care of

19) SERRA, Alessandro: Culti e devozioni delle confraternite romane in Eta moderna, dissertation, Universita
degli studi di Roma Tor Vergata, 2010. See http://goo.gl/dHf1BW [downloaded on 23 June 2014].

20) | wish to thank Vladimir Manas for providing as-yet unpublished information concerning musical life in Pfibor
and the history of religious confraternities, and for providing consultation.

21) SEHNAL, Jifi: Nové prispévky k déjinam hudby na Moravé v 17. a 18. stoleti (New Perspectives on Music
History in Moravia in the 17" and 18" Centuries), in: Casopis Moravského musea - Acta musei Moraviae, Védy
spoleenské - Scientiae sociales, Vol. LX, 1975, pp. 159-180. Specifically, this involved the Concerti ecclesiatici
by Giacomo Finetti, while the newer inventory listed names including Ignazio Donati, Allesandro Grandi, Gabriello
Puliti et al.
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the rector. Already the first Pfibor inventory dated 1614 contains one work in the new
concertante style, and the inventory dated 1637 lists many more such compositions.
Véaclav Kozmian, who served as the parish priest in Pfibor from 1624 until 1658, was
sympathetic towards contemporary musical trends. It is thus apparent that the scribe
Cervinka may have pleased both the rector and the parish priest of the church in Pfibor
with his copy of motets by Hueber and Gratiani.

We need not, however, entirely reject the idea of there being a certain connection between
the manuscript and religious confraternities. There was also a religious confraternity in
Pfibor in the mid-17™" century: the Confraternity of the Immaculate Conception of the
Virgin Mary and of St Valentine, founded in 1603, and there was a Confraternity of the
Rosary beginning in 1651. The Rector scholae et chori probably belonged to at least one
of the confraternities in Pfibor. After the Confraternity of the Immaculate Conception of the
Virgin Mary was incorporated into the Kroméfiz Archconfraternity in 1629 and was joined
by Bishop Franz von Dietrichstein, more possibilities arise for closer contacts between
Kromé&fiz and Pfibor. Moreover, already at the start of the 17™ century, the Kroméfiz
confraternity had been incorporated into the Roman confraternity Confallonis. There can
be no doubt of there being a connection between the school and the confraternities. By
hiring professional musicians, confraternities ensured high standards for ceremonial
worship services, processions, and other activities, looked after outward appearances,
and according to some of their charters, engaged “school music in connection with
worship services for anniversaries of the confraternity and especially with respect to the
funeral liturgy.”?2 The compositions by Hueber and Gratiani are very appropriate for such
occasions, but they could also be played as part of the usual liturgy of a parish church,
e.g. during the Elevation, when both Gratiani’'s Eucharistically oriented motets and the
compositions concerning Christ’s suffering could be used.??

An already published overview of more than 160 localities (covering Moravian parish
churches with information about musicians and choirmasters at churches and schools,
and about the instruments and sheet music used by choirs in the 17" and 18" centuries)?
allows us to put this manuscript into a broader context of music history. Pribor is identified
here as one of the places where figural music was already being cultivated in the first half
of the 17™ century. The manuscript AZ 88 is of importance primarily because it contains
older and in many respects - as at least hinted above - noteworthy repertoire, which
expands our knowledge about musical life in Pfibor.

22) MANAS, Vladimir: Hudebni aktivity néboZenskych korporaci na Moravé v raném novovéku (Musical Activities
of Religious Organizations in Moravia in the Early Middle Ages), dissertation, Masarykova univerzita, Filozoficka
fakulta, Ustav hudebni védy (Masaryk University, Faculty of Arts, Musicology Institute), Brno 2008, p. 50.

23) SEHNAL, op. cit. in footnote no. 21. On p. 161, the author quotes from the decree of appointment of a “new
rector and church servant” in Pfibor in 1611 (Novy Ji¢in District Archives, Pfibor Municipal Office, inventory no. 541):
“Also ‘ad Sacrum lectum quotidie, si tamen celebratum fuerit’ walk with infants, and sing ‘post elevationem
Mutetum’ either in Czech or in Latin.”

24) SEHNAL, Jifi: Figuralni hudba ve farnich kostelich na Moravé v 17. a 18. stoleti (Figural Music in Parish
Churches in Moravia in the 17" and 18" Centuries), Hudebni véda (Musicology), Vol. 33, 1996, No. 2,
pp. 159-177. Also SEHNAL, Jifi: Das éalteste Musikalieninventar Mahrens, in: Beitrage zur Musikwissenschaft,
7. Jahrgang, Heft 2, 1965, pp. 139-152. This study deals with the inventory of the Church of St Mark in Litovel.
The inventory dates from 1671, and among the composers of the compositions listed in the inventory are
Alessandro Grandi and Giovanni Rovetta.
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Bonifatio Graziani: Haec est vera fraternitas
Canto secundo, fol. 11" (pisaf B) / (scribe B)
NM-CMH AZ 88
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Stoleti valciku a polky
Vystava v Ceském muzeu hudby
(19. 4. 2013 - 5. 5. 2014,

EVA PAULOVA

ystavni program Narodniho muzea - Ceského muzea hudby v poslednich letech
nabidl nékolik nekonvenénich pohledd na hudebni historii. V roce 2013 navstévniky
vyzval k tanci, a to obrazné i ve skutec¢nosti.

ValCik a polka jsou tance, které vznikly na Uzemi habsburské monarchie a predstavuji
jeden ze zakladnich pfinosl pro rozvoj parovych spoleéenskych tancli 18. a 19. stoleti.
Oba jsou dodnes Zivé, oblibené a najdeme je v tanecni hudbé celého svéta i vSech spole-
¢enskych vrstev. Plesy a tanec sehraly vyznamnou Glohu ve snahach o ¢eskou zemskou
i narodni emancipaci podobné jako v prosazeni méstanstva ve spoleéenském a politickém
Zivoté. Proto také vystava uzavirala Sirsi vystavni cyklus Narodniho muzea nazvany Mo-
narchie a vyuzila téchto tancd k poznani kulturnich déjin a zejména hudby tzv. dlouhého
19. stoleti s pfesahem do soucasnosti.

Novy zplsob tance pronikajici ze stfedoevropské lidové kultury predchazel blizicim
se zvratim v ekonomice a politice. Pevné drzeni a rychly kolovy pohyb byly oznacova-
ny za nizké, nemravné a nezdravé, a byly zakazovany. Zmény po Velké francouzské re-
voluci privedly tyto tance i do vySSich vrstev a divadla. V dobé Videnského kongresu
(1814-1815) se stal velkou mddou valéik. Uplatnil se také mimo parket jako hudba
k poslechu a ve stylizované formé inspiroval tvorbu prvnich romantikd.

V Geském prostredi se kolem roku 1830 zrodila polka, tanecni novinka charakterizo-
vana sviznym 2/4 rytmem s typickymi rytmickymi figurami, parovym drZzenim a vifivym

pohybem. Tane¢ni mistr Johann Raab ji uz roku 1840 predvedl v PafizZi a brzy se rozsifila
do celého svéta - idealni vyvésni Stit pro Ceské vlastence a jejich snahy o sebeurceni.

Autorsky tym vystavy vyuzil obnovené popularity spoleéenského tance, aby pfipravil
vystavu na téma, které dosud nebylo zpracovano, a pfriblizil je z mnoha Ghl{ pohledu.
(I kdyZ se zdalo, Ze tance se vystavovat nedaji.) Navstévnici se tak mohli dozvédét, jak oba
tance vznikly a vyvijely se, jak se naSi predkové ucili tancit, jaka panovala na tanecnich
parketech etiketa, co vyZadovalo pofadani plesu od téch nejproslulejSich az po soukromé
domaci - to vSe na zakladé sbirkového fondu Narodniho muzea i Sirsiho vyzkumu. Na vy-
béru exponatl se podilela dalsi oddéleni Narodniho muzea, predevsim oddéleni starsich
Ceskych déjin Historického muzea a Archiv Narodniho muzea, a na jejich pfipravé pracoval
tym restaurator(. Svédectvi o snech, radostech a starostech svych byvalych majiteld tak
poskytly camary, plesové Saty, jemné taneéni stfevicky, véjite i drobné tanecni poradky,
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jejichz vyplnéni trapilo nejednu tanecnici Ci jejich ctitele. Vyuzili jsme také méné znamé,
nicméné na zajimavosti ze svéta tance bohaté fondy regionalnich muzei a dalSich archivi
v Ceské republice.

Historii valCiku si nelze predstavit bez valCiku videnského a jeho viid¢ich osobnosti
- ¢lenll rodiny StraussU a jejich soucasnik(l. Diky videnskym kolegm jsme mohli pre-
zentovat nejslavnéjsi valcik Na krasném modrém Dunaji od Johanna Strausse ml., i kdyz
z finan¢nich ddvodd jen ve faksimile vzacné dochovaného autografu ze sbirek Wiener

Mannergesang-Verein.

Nejznamé&jsi Geskou polkou je uréité Skoda ldsky Jaromira Vejvody. Tuto skladbu, kte-
ra ziskala cenu v rozhlasové anketé Hit 20. stoleti, se podafilo pfiblizit na unikatnich
pamatkach z majetku rodiny, respektive synl skladatele, a poslechnout si ji v nejriiznéj-
Sich Upravach, v nichz proSla vitézné svétem a témér zlidovéla.

Vystava v Ceském muzeu hudby nemohla kromé redlii spoledenského a kazdodenniho
Zivota opomenout hudbu samotnou. Z rozsahlého notového archivu jsme ¢erpali skladby
dodnes znamé a popularni stejné jako dila pozapomenuta, ktera vSak ve své dobé patfila
mezi taneéni hity. V 21. stoleti se tak pred navstévniky opét objevili autori a skladby ze
soutézi o valCik a polku davnych plesovych sezon i doklady toho, jaka péce byla vénovana
typografické Grovni tehdy velmi oblibenych klavirnich Gprav. Tyto znovu ,vzkfiSené“ taneéni
skladby zaznély také na koncerté, ktery ukazal, Ze mnohdy leZi zapomenuty nepravem
a Ze nasi predkové uméli rozezvucet domaci klaviry na pomérné vysoké technické Urovni.

Valcik a polka okouzlily svét natolik, Ze si je privlastnily vSechny vrstvy obyvatel. Velci pred-
stavitelé svétové klasické hudby i hudby ¢eské vytvorili v duchu valéiku a polky virtuosni
klavirni skladby - vystava pfipomnéla alespon nékteré z nich. Stranou nezlistala ani hud-
ba symfonicka, operni a baletni, ani genialni uplatnéni polkového rytmu ve Smetanovych
smyccovych kvartetech. Pak uz méli navstévnici jen skok k opereté, filmu, kabaretnimu
divadlu a k popularnim dechovym skladbam k tanci i k prvnim trampskym pisnickam,
protoZe vSude tam vladly valCik a polka, aby se postupné vratily zpét do lidového prostredi,
kde maiji své koreny.

Stejné jako starsi generace mohli jsme i my vychutnat valéik a polku diky ucitelim tan-
ce; pro pedagogy z minulych staleti byly typickou pomuckou pfi vyuce kapesni houslicky
poSetky. O tom, jak byla tato vyuka organizovana, jaka prava, ale i pfisné stanovené po-
vinnosti se tanecnich mistr( tykaly, svédcily dobové archivalie. Tuto ¢ast vystavy doplnily
metodické publikace a sekvence z historickych filma i soucasnych taneénich soutézi.

Uméni tanecnich krokd si ostatné vyzkousSeli i navstévnici. Na pocitacovych trenazérech
otestovali svUj cit pro rytmus valéiku a polky, dalSi digitalni zafizeni je v projekci pfeneslo
do plesového salu, obléklo do slavnostni réby a fraku a podle jejich vlastnich pohyb( do-
slova roztancilo.

V ramci doprovodnych program( zaznély oba tance v mnoha podobach a navstévnici
se je mohli naucit pod vedenim soucasného predniho tane¢niho mistra. V plesové sezoné
se ve dvorané Ceského muzea hudby odehrévaly prehlidky balovych a spoleéenskych Satl
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i profesionalni soutéz-
ni tanecni mody. Mladi
pratelé muzea méli ve
vystavé vlastni textovou
linku s obrazky a ne-
jenze radi kreslili, ale
vyzkousSeli si, jak napf.
nosit krinolinu nebo si
uvazat kravatu. PFi vy-
robé krasnych véjird po-
pustili uzdu své kreativi-
té a pritom se dozvédéli
vic o spole¢enském cho-
vanii o tom, jak se jejich
babi¢ky tajemnou feéi
véjite domlouvaly.

Pokud po vystavé z(-
stalo alespon ¢asti z je-
jich dvaceti tisic navstév-
nikd povédomi o sile
hudby a tance v déji-
nach, splnila své poslani.
VZdyt napf. valcik Na
krasném modrém Dunayji
je asi znaméjsi nezli ra-
kouska hymna a polce
Skoda lasky se dostalo
pochvaly, Ze pomohla vy-
hrat valku.

Autorsky tym:

LA POLKAMANIE.

Sy,
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LA FROTTLIKA,

La Polka, poussee 3 sex dermeres limites dejenere vers quatee heures. du matin
en Frolteska  adien les conps detalons de bolles, cesta peme 51} reste aux danspers
14 foree de glisser sur le parquel; et 5i la mailresse de la maigon prend soim ée
lers semelles dune hragse, elle separine pour 1o lendemain matin, les frafs dun froltos

La Polkamanie

Ch. Vernier fc. et lith. Imp. d’Aubert & Co., Paris, 1844
Soubor satiristickych litografii / Set of satirical lithographs
NM-HM-DO, inv. €. 88-98/47 (XIX - O-1 a-j)
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A Century of the Walitz

and Polka

An Exhibition at the Czech Museum
of Music (19 April 2013 - 5 May 2014)

EVA PAULOVA

In recent years, exhibitions held at the National Museum - Czech Museum of Music have
offered several unconventional perspectives on music history. In 2013, visitors were
asked to dance, both figuratively and literally.

The waltz and the polka are dances that originated within the territory of the Habsburg
monarchy, and they represent one of the major contributions towards the development
of partner dances and ballroom dancing in the 18" and 19" centuries. Both dances are
vital and popular to this day. We find them in the dance music of the entire world and of
all classes of society. Balls and dancing played an important role in the efforts to achieve
emancipation for Bohemia and for the Czech people as well as in the advancement of the
bourgeoisie in social and political life. It was also for this reason that this exhibition brought
to a close a broader series of exhibitions of the National Museum titled The Monarchy, and
it used these dances to promote learning about the history of culture and especially about
the music of the so-called “long nineteenth century” with a crossover into the present.

This new way of dancing spreading from the folk culture of central Europe was
a foreshadowing of approaching economic and political changes. These dances in closed
position with quick twirling motions were called vulgar, immoral, and unhealthy, and they
were banned. The changes following the French Revolution brought these dances to the
upper classes and the theatre. During the period of the Congress of Vienna (1814-1815),
the waltz became high fashion. It also found success away from the dance floor as absolute
music, and in a stylized form it inspired works by the first Romantic composers.

The polka was developed in Bohemia around the year 1830. The new dance was
characterized by a lively tempo in 2/4 time, archetypical rhythmic figures, and dancing of
pairs in closed position in a whirling motion. By 1840, the dancing master Johann Raab
had demonstrated it in Paris, and it soon spread all over the world - an ideal calling card
for Bohemian patriots and their attempts to gain self-determination.

The authors of the exhibition took advantage of the renewed popularity of these
ballroom dances in order to prepare an exhibition on a theme that had not been dealt with
before, and it presented the dances from many points of view (although it had seemed
that an exhibition of dances would be impractical). Visitors were able to learn about how
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the two dances were created and developed, how our ancestors learned to dance, what
the rules of etiquette on the dance floor were like, and what was required for holding a ball
from the most distinguished events to private ones in the home - and all of this was based
on material in the collections of the National Museum and on broader research. Other
departments of the National Museum took part in the selection of exhibits. This mainly
involved departments of the Historical Museum that deal with older Czech history and the
Archives of the National Museum. A team of restorers also worked on the preparations.
Providing evidence about the dreams, joys, and concerns of their former owners were
men’s black, high-collared coats, ball gowns, fine dancing slippers, hand fans, and little
dance programmes that had to be filled out, making problems for many a dancing lady and
her admirers. We have also made use of items from collections of the regional museums
and other archives in the Czech Republic. Those collections are less well known, but they
still hold a wealth of interesting material from the world of the dance.

One can hardly imagine the history of the waltz without the Viennese waltz and its
leading figures - the members of the Strauss family and their contemporaries. Thanks to
our colleagues in Vienna, we have been able to present the most famous of all waltzes,
On the Beautiful Blue Danube by Johann Strauss, Jr., although for financial reasons only
in the form of a facsimile of the rare manuscript preserved in the collection of the Wiener
Mannergesang-Verein.

The most famous Czech polka is definitely Skoda Iésky (Beer Barrel Polka) by Jaromir
Vejvoda. This piece, which won a prize in a radio survey as the Hit of the 20" Century,
was presented using unique family memorabilia owned by the composer’s sons, and it
was heard in the widely varied arrangements in which it conquered the world and nearly
achieved folk status.

In addition to presenting a realistic picture of social and daily life, an exhibition put
on by the Czech Museum of Music could hardly neglect the music itself. From our vast
music archives, we have chosen compositions that are well known and popular down to
the present as well as forgotten works that were among the dance hits of their day. In the
21st century we were able to rediscover composers and music from the waltz and polka
contests of ball seasons long ago, as well as documentation of the attention paid to the
textual accuracy of the piano arrangements that were very popular at the time. These
newly resurrected dance compositions were also played at a concert that showed that
these pieces have often been unjustly forgotten, and that among our ancestors, the level
of technical skill of piano playing in the home was relatively high.

The waltz and polka so enchanted the world that they were appropriated by all classes
of the population. The great representatives of classical music around the world and in
this country created virtuoso piano works in the spirit of the waltz and the polka, and
visitors were reminded of least some of these. The exhibition did not ignore symphonic
music, operas, and ballets, nor did it overlook the ingenious use of the polka rhythm in
Smetana’s string quartets. Then it was just a short step for the visitors to operettas, films,
cabaret theatre, popular dance pieces for wind band, and even the first Czech ‘tramping
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music’, because wherever the waltz and polka have been popular, they have gradually
returned to the folk environment where they have their roots.

Just like older generations, we, too, have been able to give the waltz and the polka a try
thanks to dance teachers. In past centuries, a typical instructional aide for dance teachers
was the pochette or kit violin. Period archive material tells us about how instruction
was organized and about the rights and strictly established duties of dancing-masters.
Instructional publications and sequences from historic films and from contemporary
dance competitions supplemented this part of the exhibition.

The visitors even got to test their skill at these dance steps themselves. Using computer
simulators, they tested their feel for the rhythm of the waltz and the polka, and other
digital equipment showed a projection of them in a ballroom dressed in formal gowns and
tailcoats and, on the basis of their actual movements, literally started them dancing.

As part of the auxiliary programmes, both dances were heard in many forms, and
visitors were able to learn them under the instruction of one of today’s leading dancing
masters. During ball season there were fashion shows of ball gowns and evening gowns
as well as costumes for professional dance competitions in the hall of the Czech Museum
of Music. The museum’s young patrons at the exhibition had their own lines of text with
pictures, and they got to enjoy not only drawing, but also trying out how, for example, to
wear a crinoline or how to tie a bow tie. While making beautiful hand fans, they unleashed
their creativity, and in doing so, they learned more about manners in high society and
about how their grandmothers communicated with each other using the secret language
of the hand fan.

If at least some of the twenty thousand visitors have come away retaining part of their
awareness of the power of music and dance in history, the exhibition shall have fulfilled its
mission. After all, the waltz On the Beautiful Blue Danube, for example, is probably better
known than Austria’s national anthem, and the polka Skoda lasky (Beer Barrel Polka) has
been credited with helping to win the Second World War.

Team of authors:

Exhibition commissioner: Eva Paulova

Authors: Eva Paulova, Markéta Kabelkova, Tereza Samalova, Peter Balog
Exhibition scenography: Ondrej Busta

Graphics: Purpure - Pavel Sevéik

Audio and video: Peter Balog

Digital effects: Peter Balog, 3D sense

Auxiliary programme: Lenka Kobrova

Production: Martin Musil
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Kostel Narozeni Panny Marie v Pfiboru /
Church of the Nativity of the Virgin
Mary in Pfibor

Fotografie / Photograph, Lucie Bajerova,
2014

Titulni list s pripisy a razitkem / Title
page with inscriptions and impression
of a rubberstamp
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Bonifazio Gratiani: Veni, electa mea
Basso continuo, fol. 18"
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Z vernisaze vystavy Stoleti valéiku a polky

- vystoupeni folklérniho souboru Valasek /
From the grand opening of the exhibition

A Century of the Waltz and Polka -
performance by the Valasek folk ensemble
Fotografie / Photograph by Narodni muzeum /
National Museum

Pohled do vystavniho prostoru / View into
the exhibition space

Fotografie / Photograph by Narodni muzeum /
National Museum
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Vystava Stoleti valCiku a polky /
Exhibition: A Century of the Waltz

and Polka

Otoénéa grafika ve dvorané Ceského muzea
hudby / Reversible graphics display in the
hall of the Czech Museum of Music
Fotografie / Photograph by Narodni muzeum /
National Museum

Roman Blahnik - K. M. Wallé:
Nocni motyl / Nocturnal Butterfly
Tisk, nakladatel R. A. Dvorsky, Praha,
po roce 1941 / Print, published by
R. A. Dvorsky, Prague, after 1941
NM-CMH XXXIX F 262a
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