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Dve prvni videnské Prodané
nevesty a jejich predstavitelé
(Theater an der Wien 1893, Hofoper 1896)'

VLASTA REITTEREROVA

Divadlo na Vidence ma dnes velky vecer. Vedeni divadla se rozhodlo prenést nej-
vétsi uspéch z nékdejsiho vystavniho divadla, Smetanovu ptivabnou operu Pro-
dand nevésta, na operetni scénu, kterou k tomu ucelu hodla operné prizptisobit.
A zd4 se, Ze se to podarilo. Orchestr, jemuz je Adolf Miiller dirigentem s jemnym
smyslem i pro vyssi tikoly, byl rozsiiren, rovnéz shor, a sélisticky ansdmbl ma k dispo-
zici zdatné domaéci sily. Nejveétsi obtize jisté predstavoval balet, ale v baletnim mistru
¢eského Narodniho divadla z Prahy, panu Augustinu Bergerovi, se objevil skute¢ny
zazrak. Z, ddmského sboru Divadla na Vidence vzal vdechny ¢lenky, které si jesté do-
kézaly vzpomenout na néjakou baletni minulost, a znovu v nich probudil, co diive
umely; dokonce rozkosnd sle¢na Gusti Moser zapomnéla na své ,milovnice“ a také
narukovala, nastoupily Italky a dalsi exotické baletni ddmy, a cely ten pestry houf,
v némz bhylo mozno nalézt jen jedinou dceru Libusinu, se za tii dny naudil tanco-
vat po ¢esku tak, ze by z toho v Cechéch jisté méli radost. [...] Jestli se experiment
zdaii - a nadéje tu jsou - neni vylouceno, ze Divadlo na Vidence ziskd i Smetanovu
Hubicku a etabluje se jako ,,komicka opera“.?

Tak psal list Fremden-Blatt v den prvniho némeckojazyéného uvedeni Prodané nevésty,
které se uskutecnilo 2. dubna 1893 v Divadle na Vidence (Theater an der Wien).® Uz
z citovanych fadek lze vytuSit nékteré okolnosti, za nichZ inscenace vznikala, a ziskat
predstavu o personalni situaci v divadelnim souboru. Dllezitost pfipisovana taneénim
scénam odpovidala tehdejSimu presvédceni, Ze typickym vyjadrenim narodnosti je (kromé
jazyka) tanec a tanecni hudba. Viden epochy Johanna Strausse charakterizoval tfidoby
valgik, pro eskou hudbu (a hudbu z Cech obecné) byl v tehdejsim vnimani typicky dvou-
doby rytmus polky. Proto, v zajmu ,autenticity“, angaZovalo feditelstvi Divadla na Vidence
pro nastudovani tancl a choreografii v Prodané nevésté Augustina Bergera, ktery pfi

1) Text je rozSifenym znénim referatu predneseného na smetanovské konferenci roku 2004 v Litomysli; pla-
novany sbornik z konference nevysel.

2) Fremden-Blatt, 2. 4. 1893, s. 6 (pfeklady z tisku a citované korespondence autorka).

3) Dokumenty k historii obou prvnich videnskych uyedeniProdané nevésty (Theater an der Wien 1893 a Hof-
oper 1896) byly zvefejnény v publikaci: REITTEREROVA, Vlasta - REITTERER, Hubert: Vier dutzend rothe Striimp-
fe (= Theatergeschichte Osterreichs, Band Ill: Wien, Heft 4), Verlag der Osterreichischen Akademie der Wissen-
schaften, Wien 2004.
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Sestnacti predstavenich také Géinkoval.* Jeho tanecni partnerkou byla Antonie Chwal-
la, které nejspi$ patfi poznamka o ,jediné dcefi LibuSiné“.> Rovnéz u nékterych dalSich
G¢inkujicich a osob spojenych s prvnimi inscenacemi Prodané nevésty ve Vidni Ize pro-
kazat vztah k ceskym zemim, at uz s nimi byly spjaty rodiStém nebo profesnim plsobenim.

Némeckojazy€na premiéra Smetanovy Prodané nevésty se uskutecnila 2. dubna 1893
v Divadle na Vidence. Pro¢ tak pozdé - témér tficet let po jejim vzniku - a pro¢ ne ve Dvor-
ni opefe? Historie zahrani¢nich uvadéni ¢eskych oper v druhé poloviné 19. stoleti, Smeta-
novych oper a Prodané nevésty konkrétné&, je v obecnych obrysech zndma. Ceské korunni
zemé byly soucasti habsburské monarchie, avSak rezidenéni mésto Viden predstavovalo
z nejriiznéjsich divod pro ceskou operu vzdalenéjsi oblast nez kterakoli jind némeckoja-
zy€na scéna, zejména od chvile, kdy definitivné selhaly pokusy o tzv. ,Ceské vyrovnani“.®
»Je snad Viden smérem k Praze obklopena ¢inskou zdi? A je takova zed nutna k ochrané
naseho uméni, nebo snad dokonce nasi narodnosti?“’ Tak a podobné se ptala po uvedeni
Prodané nevésty ve vystavnim divadle roku 1892 kritika.

Prvni doloZitelny zajem o Prodanou nevéstu na Uzemi Rakouska projevil roku 1871
Styrsky Hradec® a Hans von Biilow pomyslel na jeji uvedeni v Hannoveru,® za Smetanova
Zivota vSak nedoslo k uvedeni ani v nékterém z némeckych divadel v éeskych zemich;
amysl projevilo divadlo v Olomouci, z realizace rovnéz seslo.*° Z Vidné se skladatelem ve
véci jeho oper korespondoval roku 1878 dirigent Felix Mottl, avSak bez vysledku.'* Sme-
tanovska literatura zdlvodnovala opozdéné uvedeni Prodané nevésty ve Vidni tamnim
odmitanim vSeho ¢eského a poukazovalo se na Spatnou zkusenost s uvedenim Dvorakovy
opery Selma sedlék ve Dvorni opefe roku 1885.22 Na z&klad&é pramen( se vak ukazuje,

4)  HAJEK, Ladislav (ed.): Paméti Augustina Bergra, choreografa a baletniho mistra Narodniho divadia, Orbis,
Praha 1942. K Prodané nevésté ve Vidni, resp. v Rakousku dale PRAZAK, Pfemysl: Smetana a Prodand nevésta,
Lidova demokracie, Praha 1962, s. 219-240; vzhledem k popularizaénimu charakteru publikace bohuzel bez
konkrétnich odkaz(.

5)  Augustin Berger ve svych pamétech (pozn. 4) jeji jméno neuvadi, ve fotografické pfiloze je na dvou vyobra-
zenich oznacena jako ,Wienska tanecnice Chwala“. Antonie Chwalla se stala roku 1884 elévkou a 1885 ¢lenkou
baletniho sboru Dvorni opery, poté pusobila v Mnichové, Lublani, znovu Vidni a kone¢né jako sélova taneénice
v Central-Theater v Hamburku. S Bergerem tancila v Prodané nevésté Polku, Furianta i Skoénou. Viz RAAB, Riki:
Biographischer Index des Wiener Opernballetts von 1631 bis zur Gegenwart, Hollinek, Wien 1994. Zivotni data
tanecnice nejsou znama, na Cesky puvod Ize usuzovat jen podle jména.

6) K charakteristice politickych pomérd v 90. letech 19. stoleti viz HYE, Hans Peter: Prag (Praha) und Wien:
Wechselseitige Perspektiven um 1890, in: REITTEREROVA - REITTERER (op. cit.), s. 14-25 s dalsf literaturou.

7)  Wiener Sonn- und Montagszeitung, 13. 6. 1892, s. 3, znacka h. w. [Johann Georg Ritter von Woerz].

8) Hudebni listy, roé. 1, 1870-1871, s. 404, a dopis Josefa Kafky ze Styrského Hradce Bedfichu Smetanovi
z 27. 2. 1871, Narodni muzeum - Ceské muzeum hudby - Muzeum Bedficha Smetany (dale jen MBS), sign.
MBS S 217/640.

9) Dalibor, ro¢. 1, 1879, s. 14.

10) Dopis Bedficha Smetany z 11. 2. 1879 redaktorovi olomouckého €asopisu Pozor Rudolfu Hillovi, sign.
MBS S 217/2270.

11) Dopisy Felixe Mottla Bedfichu Smetanovi, sign. MBS W 4/78-80.

12) Premiéra se konala na den jmenin cisafovny Alzbéty 19. listopadu 1885 a provazely ji nacionalisticky la-

déné provokace predevSim z fad studentstva. Vina za rozpoutani nepokoju se pricitala jak Ceské, tak némecké
strané; opera se hrala pouze dvakrat. Blize k tomu REITTEREROVA, Vlasta - REITTERER, Hubert - VELEK, Viktor:
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Ze se na videnské vahavosti podilel cely komplex pravnich, finanénich, technickych, este-
tickych a také osobnich faktord.

Vyjednavani s Dvorni operou o uvedeni Prodané nevésty zacalo roku 1892 po jejim
presvédcivém Uspéchu v rdmci hostovani prazského Narodniho divadla pfi Mezinarodni
hudebni a divadelni vystavé ve Vidni, zminéné v Gvodnim citatu. Na jednani se podilelo na-
kladatelstvi Bote & Bock (zastupované ve Vidni advokatem Oskarem F. Eirichem) a G¢astnili
se ho Smetanovi dédici, zastoupeni skladatelovym zetém Josefem Schwarzem. Dochova-
né dokumenty*® mimo jiné prozrazuji, Ze problém némeckojazyéného provedeni spocival
i v neujasnénych provozovacich pravech opery. Ty vliastnilo pro némecké scény vydavatelstvi
Bote & Bock v Berling, které na zakladé dohody s nakladatelstvim Hudebni matice v Pra-
ze publikovalo klavirni vytah Prodané nevésty s némeckym textem a k tomu Géelu ziskalo
jako prekladatele videnského hudebniho spisovatele a kritika Maxe Kalbecka.* Telegram
feditele Dvorni opery Wilhelma Jahna jejimu intendantovi baronu Josefu Bezecnému do-
klada, Ze se Jahn o Prodanou nevéstu v fijnu 1892 zajimal; Zadal o svoleni k cesté do Prahy,
,kvUli Daliboru a Prodané nevésté“;'® dochovan je i jeho cestovni doklad.*®

Zde vstupuje do déje Franz Jauner, jakasi ,Seda eminence” tehdejSiho videnského di-
vadelniho Zivota a duleZity G&astnik pfibéhu Prodané nevésty ve Vidni. Ufednika Feditelstvi
dvornich divadel a divadelniho ochotnika Franze Jaunera (1831-1900) objevil Heinrich
Laube, ktery ho roku 1854 angaZoval jako Cinoherce do Burgtheatru. Jauner vystupoval
v Hamburku a Drazdanech a podle vSeho dokazal vSude navazat uziteCné kontakty, kte-
ré mohl po navratu do Vidné uplatnit. V letech 1872-1878 stal v ¢ele Carlova divadla
(Carltheater) a od roku 1875 byl sou¢asné prozatimnim a od 1878 definitivnim feditelem
Dvorni opery. K jeho zasluham patfi napfiklad videnska premiéry Bizetovy Carmen nebo
prvni kompletni uvedeni Prstenu Nibelungova mimo Bayreuth.

Jauner byl Zivoucim dokladem toho, Ze uméleckou progresivnost jen zfidka provazi
kasovni Uspéch. Z funkce ve Dvorni opefe musel roku 1880 odstoupit kvuli finanénimu
deficitu (jakousi naplasti mu mélo byt povySeni do Slechtického stavu). Jeho nastupcem
ve Dvorni opefe se stal uz zminény Wilhelm Jahn. Svobodny pan von Jauner prevzal na
podzim 1881 feditelstvi Divadla na Okruzni tfidé (Ringtheater), kde uved! 7. prosince
videnskou premiéru Offenbachovych Hoffmannovych povidek. Den nato, pfed zacatkem
prvni reprizy, vypukl v divadle poZar, ktery si vyZadal témér Ctyri sta obéti a divadlo znigil.
V procesu, jehoz rozsudky byly vyneseny v kvétnu 1882, patfil Jauner k hlavnim obvinénym;

Ceska opera ve Vidni v kontextu doby - se zvlastnim zfetelem k videfiskému uvadéni Blodkovy opery V studni, in:
Musicologica Olomucensia 15, Olomouc 2012, s. 71-122.

13) Zveiejnény in: REITTEREROVA - REITTERER (op. cit.).

14) Némecky preklad Emanuela Zingela, pfipojeny k vydani klavirniho vytahu opery Hudebni matici roku
1872, obsahoval pouze zpévni ¢isla a Smetana s nim nebyl spokojen, jak vyplyva z jeho dopisu Rudolfu Hillovi
(pozn. 10): ,[...] podotykdm, Ze némecky text je dosti chatrny, sem a tam i smésny.“ Ziingel(iv preklad byl poprvé
casteCné poufZit pfi inscenaci Prodané nevésty na festivalu Styriarte roku 2011 (reZie Philipp Harnoncourt, hu-
debni nastudovani Nicolaus Harnoncourt).

15) Viden, Haus-, Hof- und Staatsarchiv (dale HHStA), Generalintendanz, 1333/1892.

16) HHStA, Oper, 518/1892. Zmifuje také SUBERT, FrantiSek Adolf: Moje divadelni toulky II, tiskem a nékla-
dem Ceské grafické spoleénosti ,Unie, Praha 1902, s. 46.
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byl odsouzen ke Ctyfem meé-
sicdm  lehkého  vézeni
a k nékolikaletému zakazu
vedeni divadla. Z vézeni byl
sice uzZ po nékolika tydnech
propustén, ale zakaz vy-
konu vedouci funkce platil
dalY” Od roku 1884 tedy
pUsobil jako umélecky Séf
a poradce feditelky Divadla
na Vidence, Alexandriny
von Schoénerer. Byl také
¢lenem vyboru Mezinarodni
a hudebni vystavy a podle
Frantiska Adolfa Suberta
to byl on, kdo pohnul
vystavni komisi k pozvani
Narodniho divadla.’® V le-
tech 1894-1895 byl Jauner
¢inny v poradni funkci také
v Méstském divadle v Ham-
burku za reditele Bernharda
Polliniho, kde se roku 1895
uskutecCnila premiéra Pro-
dané nevésty v nastudovani
Gustava Mahlera; Jauner se
na inscenaci podilel - jako
uz pFedtl’m v Divadle na Franz Jauner (1831-1900)
Vidence - jako reZisér. Te-  Ocelorytina podle fotografie od Augusta Wegera / Steel engraving based
prve v _bFezn_u _,18v95 ,ZI’SkaVI gr;taerF;Zi(():tr?iirciF;hNbgtﬁ)L;iTts):EI?omeegljrBiIdarchiv, sign. /
koncesi, na jejimz zaklade  sheif mark NB 511694 B
prevzal podruhé v Zivoté
Carlovo divadlo, které se mu vSak uz nepodafilo vzkfisit. Finanéni a zdravotni problémy ho
nakonec dovedly k sebevrazdé.

Jaunerovo pusobeni bylo mnohostranné a rozprostrené po Siroké siti divadel. Také uve-
deni Dvorakova Selmy sedldka téméF soucasné na tfech némeckojazyénych scénach svym
zplUsobem koordinoval.’® Z ¢etnych Jaunerovych impuls( je dllezita jeho vazba na feditele

17) Ktomu REITTEREROVA, Vlasta: PoZar videfiského Ringtheater roku 1881, referat na 36. plzefiském mezi-

oborovém sympoziu ,Clovék a spolednost 19. stoleti tvafi v tvar katastrofé“, Plzefi 25.-27. 2. 2016 (v tisku).
18) SUBERT (op. cit.), s. 47.

19) KUNA, Milan (ed.): Antonin Dvorak. Korespondence a dokumenty 5. Korespondence prijata, Supraphon,
Praha 1996. UzZ po prevzeti Ringtheater roku 1881 se Jauner zajimal o Dvofakovy opery Vanda a Tvrdé palice.
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Polliniho v Hamburku i proto, Ze zfejmé vedla k angazovani ¢eského basisty Viléma HesSe,
ktery roku 1896 preSel do videnské Dvorni opery. HeS v Hamburku nastudoval roli Ke-
cala v némciné?° a pravé tato role se stala rozhodujicim momentem pro jeho videnské
angazma.

Reditel Narodniho divadla FrantiSek Adolf Subert hodlal Gspéch Prodané nevésty roku
1892 bezprostfedné po skonceni Mezinarodni vystavy vyuzit a nabidl intendantu Dvorni
opery Bezecnému hostovani svého souboru ve Dvorni opefe. Nabidka nebyla z rliznych
dlivod(l prijata a také Gvahy o mozZnosti vystoupit na jiné videnské scéné zlstaly jen
snem.2! Presto se Subert o Viden pokusil znovu. Uz 8. listopadu 1892 adresoval generalni
intendantufe dopis s nabidkou pohostinskych her v ¢ervnu 1893 (viz dale).?? K Zadostem
o pronajem Dvorni opery se musel vyjadrit feditel Jahn, ktery v pfipise generaini intendanci
datovaném 8. prosince napt. odmitl vyhovét Zzadosti o zapujéeni divadla pro usporadani
plesu primyslinikd, nebot takovy podnik ,neni slucitelny s dlstojnosti instituce*; k hosto-
vani Ceské opery se v témze sdéleni vyjadril zdrzenlivé, s poukazem na to, Ze by ,takova
Zadost nezlstala ojedinéla a jisté by nasledovala madarska nebo polska narodni opera“.?®
Subert se tedy, jak je vidét z dalsi chronologie dé&jii, pokusil docilit hostovani v Divadle na
Vidence, nakonec rovnéz marné.

0Od tehdy uz ale Ize datovat snahy o vlastni videniskou produkci Prodané nevésty. Nakla-
datelstvi Bote & Bock informovalo Wilhelma Jahna telegraficky 19. prosince 1892 a o den
pozdéji dopisem o zajmu Franze Jaunera o Prodanou nevéstu a Zadalo okamzité vyjadreni,
zda ji Dvorni opera hodla v dohledné dobé uvést, resp. zda by uvedeni v Divadle na Viden-
ce produkci ve Dvorni opere vylougilo. Wilhelm Jahn odpovédél 21. prosince:

Rad bych Prodanou nevéstu ziskal pro piisti sezonu, ovSem jen pod podminkou, Ze
zde dilo nebude do té doby uvedeno némecky ani v jiném jazyce, jinak by byl zdjem
mensi.?*

Na to Hugo Bock 22. prosince 1892 odpovédél:

Podminka, Ze opera nesmi byt predtim uvedena, a to ani vjiném jazyce, je stézi splni-
telnd, nebot, jak se mi sdéluje, ¢eské Narodni divadlo sjednalo na ¢erven tohoto roku?
smlouvu o hostovani v Divadle na Viderice a branit Cechtim v uvedeni této narodni
opery by se nejevilo uz z politickych divodt jako oportunni. Naopak si myslim, Ze
prece i k tiispéchu némeckych provedeni je potireba podpora od ¢eskych zivla, a neby-
lo by proto vhodné si je néjakym odmitnutim rozladit, a jelikoz nékolik piredstaveni

20) Vhamburské premiére 17. 1. 1894 zpival Kecala Josef Arden z Brém jako host, He$ prevzal roli pfi ndstupu
do angaZzma v sezoné 1894-1895.

21) SUBERT (op. cit.), s. 163-164.
22) HHStA 1443/1892.

23) HHStA 1443/1892. Dne 11. 12. 1892 k tomu jesté sdélil inspektor budovy Dvorni opery Johann Kautz, Ze
se v pozadovaném ¢ervnovém terminu chystaji v budové stavebni Gpravy.

24) Text telegramu je ocitovan v konceptu dopisu z 21. 12. 1892, pfipraveného adjunktem feditelstvi Dvorni
opery Ferdinandem Grafem a uréeného nakladatelstvi Bote & Bock. HHStA 685/1892.

25) Minéna sezona, tedy ¢erven 1893.
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opery na hudebni vystave vyvolalo o toto mistrovské dilo ndhle vSeobecny zajem, chtel

bych zdtiraznit, Ze nékolik predstaveni v ¢estiné pristim némeckym predstavenim

nejen nemiize $kodit, nybrz spis vétsi zadjem piitdhne.?®

V druhé ¢asti dopisu pfechazi pisatel k pravnimu pozadi véci. Hugo Bock stanovil pod-
minku pro termin premiéry ,nejpozdéji do 1. ledna 1894*, dale penale za nedodrzeni toho-
to terminu, 3000,- zI. za provozovaci material a vysi tantiém. Takova byla zjevné jeho tak-
tika, nebot podle platného autorského zakona by roku 1894 uplynula na Smetanova dila
desetileta ochranna lhita, panska snémovna vSak pravé projednavala zménu a ocekavalo
se jeji prodlouZeni. Jahnova odpovéd, ktera tlumogila stanovisko intendantury, byla lako-
nicka: ,Za stanovenych podminek lituji, Ze nemohu Prodanou nevéstu ziskat.“?” Existuje
jesté nékolik dokladd tykajicich se finan¢nich podminek (Ghrada za provozovaci material
byla dopisem nakladatelstvi z 25. ledna 189322 o polovinu sniZzena na 1500,- zI.) i mez-
niho terminu premiéry, jednani vSak k vysledku nevedla. Jako citlivd se ukazala otazka
platnosti ochranného prava, s niz taktizovani nakladatelstvi, Dvorni opery i Smetanovych
dédicl souviselo. Josef Schwarz nakonec navstivil Dvorni operu osobné. Z jeho dopisu ze
7. Gnora 1893 je znat zklamani:

Odvezl jsem si domu presvédceni, Zze vzneSend panskd snémovna se zirejmé nedonuti,
aby zdkon o prodlouzeni provozovacich prav oper v nejblizsi dobé dovedla k jednéani
a odhlasovani, a ze Smetanovi dédicové maji malou nadéji pobirat z oper, které jim
otec zanechal, tantiémy delsi dobu.?

K slevé na provozovaci material, nabidnuté nakladatelstvim Bote & Bock Dvorni
opere, Schwarz sdélil, Ze c. a k. Dvorni opera ,by ziskala od Smetanovych dédict solidni
repertoarovou operu jednou provzdy za 1500,- zlatych. Nechci to dale rozvadét, ale nemo-
hu se zbavit trpkého pocitu, Ze domacim skladateliim neni vénovana ani mala ¢ast pfizné
a vlidnosti, jaké se v hojné mire dostava skladatelim jinych zemi.“3° Poznamka v zavéru
dopisu naznacuje, Ze se Schwarz pfi svém viderniském jednani ziejmé setkal i s nacionalné
ladénymi obavami:

Na néjakou narodni nevrazivost nebo demonstraci videnského publika nemuiize byt

pomysleni, vzdyt prece velkd ¢ast publika a veSkera kritika prijala Smetanova dila

velmi priznive.

Reditelstvi Dvorni opery se nakonec rozhodlo pro jinou Smetanovu operu. Dne 6. (ino-
ra 1893 prosil Wilhelm Jahn Feditele Suberta o sdéleni, kdy by mohl v Praze zhlédnout

Hubi¢ku a Pikovou damu. Hubicku pak uvedla Dvorni opera 27. (inora 1895 a 27. bfezna

26) HHStA 685/1892.

27) HHStA 685/1892, koncept telegramu s poznamkou ,,po Ustnim odsouhlaseni Jeho Excelence®, tj. general-
niho intendanta Bezecného.

28) HHStA 685/1892.

29) Tamtéz.

30) Novela, ktera vstoupila v platnost 26. 4. 1893, prodlouZila ochrannou Ihitu o dva roky, od 26. 12. 1895
pak na tricet let. KOLMER, Gustav: Parlament und Verfassung in Osterreich, dil 5, Wien 1909, s. 147.
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nasledujiciho roku Tajemstvi.3' Provozovaci prava k obéma operam vlastnilo videnské na-
kladatelstvi Josefa Weinbergera a uvedeni tedy nestalo nic v cesté. Videnské listy neztra-
tily Smetanu ze zretele a informovaly o smetanovském cyklu v Praze:

Od Smetany, jehoz slava minulého roku u prilezitosti uvedeni opery Prodand nevés-
ta rychle prolétla celym hudebnim svétem, uvede Ceské zemské a Narodni divadlo
v Praze v mésici zairf cyklus vSech osmi oper.?

Prodanou nevéstu ziskala mezitim diky Jaunerovym kontaktim s vydavatelstvim
Bote & Bock Alexandrine von Schénerer pro Divadlo na Vidence. Jeji rozhodnuti mélo
umeélecky, strategicky, ale také politicky rozmér. Uvedenim Prodané nevésty vystavila ve-
deni Dvorni opery na dalSi tfi roky opakovanym ironickym poznamkam ze strany videnské
kritiky, Ze si nechalo operu ujit, a sama dala najevo sv(jj politicky postoj. Jako sestra
némeckonacionalné, protiesky a antisemitsky smyslejiciho politika Georga von Schoéne-
rer se tak distancovala od vlastni rodiny.

V Gvodnim citatu této studie®® se hovorilo o experimentu. Divadlo na Vidence fun-
govalo uZ fadu let jako scéna uréena vyhradné opereté a hudebnim komediim. Ctizadosti
jeho nynéjSino vedeni vSak bylo vratit se k plvodnimu poslani scény, na niz mél roku
1805 premiéru Beethovenliv Fidelio, sva dila tu dirigoval Albert Lortzing a uskutecnily
se zde videnské premiéry Rossiniho oper. Majitel a feditel divadla v letech 1845-1850
Franz Pokorny, ptvodem z Cech, zde uved! videfiskou premiéru opery Giacoma Meyer-
beera Vielka (Polni leZeni ve Slezsku) s Jenny Lind v titulni roli a vyvolal senzaci jejim
nékolikanasobnym hostovanim, vypravil videfnskou premiéru opery Alessandro Stradella
Friedricha von Flotow, svétovou premiéru Lortzingova Zbrojife a videnskou premiéru jeho
Undiny.V dalSich letech, za feditelstvi Friedricha Strampfera a Maximiliana Steinera, se di-
vadlo stalo plsobistém tzv. ,zlaté éry“ videnské operety, a za Alexandriny Schonerer, ktera
divadlo vedla v letech 1884-1900, také operety ,stfibrné“. Prvnim pokusem této reditelky
o vzkfiseni leh¢iho operniho repertoaru bylo 18. kvétna 1892 uvedeni opéry comique
Louise-Aimé Maillarta Poustevnik(v zvonek, dockala se vSak jen malé odezvy. Dne 10. led-
na 1893 se konala premiéra operety Johanna Strausse Fiirstin Ninetta (Knézna Ninetta),
ktera vzdor Spatnym kritikam tykajicich se libreta i hudby dosahla sedmdesati péti repriz.
Po tydenni pauze pak - o velikonoéni nedéli 2. dubna 1893 - nasledovala premiéra Pro-
dané nevésty, ktera ke Straussové opereté vytvorila prikry kvalitativni kontrast a ukazala,
Ze solisté souboru jsou schopni vykonu vySsi Grovné, nezZ jakou mohli predvést v predchozi
inscenaci. Pokud jde o hlavni role, bylo obsazeni Straussovy operety a Smetanovy opery
témeér identické.

31) KuvedeniCajkovského Pikové damy ve Dvorni opefe doslo az 9. 12. 1902 v nastudovani Gustava Mahlera.

32) Die Presse, 24. 8. 1893, s. 11; Montags-Zeitung der Extrapost, 28. 8. 1893, s. 4; Musikalisches Wochen-
blatt, 31. 8. 1893, s. 7; Die Lyra, 1. 9. 1893, spolu s rozpisem programu cyklu podle dat a uvadénych tituld.

33) Fremden-Blatt, 2. 4. 1893, s. 6.
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Prodana nevésta v Divadle na Vidernce

Alternace uvedena u role Marenky/Marie (Lily Lejo a Toni Diglas) ma svou historii. Jako
prvni némeckojazycna Marenka se ve vétSiné literatury uvadéla Lily Lejo, ktera vSak pre-
miéru nezpivala. Pokud byla zminéna skute¢na prvni videnska Marenka, zlstalo pouze
u jejiho jména, nebot se o ni, zachrankyni premiéry, jinak témér nic nevédélo. Kritika
psala horlivé uz o generalni zkouSce, Lily Lejo vSak po ni onemocnéla a premiéra byla
ohroZena. Nastoupila nezkuSena Toni Diglas, ktera sice roli studovala (dnes bychom fekli
jako ,cover“), ale absolvovala zfejmé jen jednu orchestralni zkousku a netroufla si na vel-
kou Marenginu arii ve tretim déjstvi. Jeji vykon byl prijat laskavé, pouze Robert Hirschfeld
poznamenal, Ze slec¢na Diglas ,rusila dojem, nebot nemohla nabidnout vic nez nékolik
hezkych hlavovych ton0.“3* Premiéru odvedla obdivuhodné, ale po nervovém vypéti, kte-
rému byla vystavena, onemocnéla i ona. Tehdy - a to uz je zndmo - byla povolana z Prahy
Anna Vesela, kterou jako Marenku poznalo videnské publikum pfi shora zminéném hosto-
vani Narodniho divadla roku 1892. Dokud se obé videriské Marie neuzdravily, mélo tedy
Divadlo na Vidence Marenku zpivajici Cesky a tisk v dvojjazyéném predstaveni vidél jakousi
uméleckou odpovéd na selhani pokust o rakousko-Ceské vyrovnani.

Kdo vlastné byla Toni Diglas? V bfeznu 1890 pfinesl vidensky humoristicky list Der
Floh kresbu Thea Zasche, portrét ,korunované krasky“ sleény Toni Diglas, ktera ziska-
la pfedchoziho roku tuto cenu na slavnosti Videnské dobrovolné spolecnosti zachranar
(Wiener Freiwillige Rettungsgesellschaft).3® Antonia Franziska Diglas se narodila 19. listo-
padu 1870 ve Vidni jako dcera hostinského, v jehozZ lokale ,U modré lahve“ (Zur blauen
Flasche), jedné z nejstarSich hospod na videniském predmeésti, koncertoval také Johann
Strauss otec. Antonia Diglas studovala zpév na videnské konzervatofi a roku 1889 byla
angazovana do souboru mnichovského Theater am Gartnerplatz. O dva roky pozdéji se
vratila do Vidné, kde v Carlové divadle hrala napf. pasacka v jednoaktové opereté Hanse
von Zoise Der Jakobiner a dalSi epizodni role, také Venusi v Offenbachové Orfeovi v pod-
svéti. Obcas se objevilo politovani, Ze nedostava vétsi prilezitosti a ,jeji nadherny hlas
slychame tak vzacné“.®® Na podzim 1892 se stala solistkou Divadla na Vidence. ,Kéz
by divadlo neopomnélo tuto velice nadanou umélkyni ¢asto prednostné obsazovat,“ psal
jeji zfejmy priznivec.3” Zachrankyné premiéry Prodané nevésty Toni Diglas ale z(istala ve
stinu Lily Lejo. Mafenku sice dal alternovala, avSak predpovéd, Ze ve videnském diva-
delnim svété zaujme své misto, se nesplnila. V dalSim obdobi byla obsazena do nékolika
epizodnich roli, v Divadle na Vidence vystoupila naposledy 21. ledna 1894 jako Mirzl
v opereté Zacarovany zamek (Das verwunschene Schloss) Karla Milléckera. Provdala se
za videnského obchodnika Rudolfa Eduarda Cuny-Pierrona a stala se dokonce dlivodem
k Zarlivosti spisovatele Arthura Schnitzlera, ktery si ve svém deniku postéZoval na jistého
soka ,P.“, jenZ mu nejprve prekazil vztah k hereéce Marii Glimer a poté odloudil Toni

34) Die Presse, 5. 4. 1893, s. 2.

35) Der Floh, 30. 3. 1890, titulni strana.

36) Deutsches Volksblatt, 24. 4. 1892, s. 7.
37) Deutsches Volksblatt, 6. 11. 1892, s. 12.
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Diglas.® Svého manzela prezila Antonia Cuny-Pierron o étyficet let. Zemrela 15. prosince
1962 v domoveé dichodct ve Vidni-Lainzu.

Marenka prvnino obsazeni Lily Lejo (vl. jm. Cacilie Breyer, 1865-1953) pochaze-
la z KrziZevce v Chorvatsku. Prvenstvi v roli Mafenky na némeckojazycné scéné ji sice
nepfrisluselo, o Uspéch opery se vSak nesporné zaslouzila a pro ni osobné méla role ta-
kovy vyznam, Ze dokonce 50. vyro€i videnské premiéry slavila jako své osobni jubileum.
Pfipomnéla to na pohlednici odeslané 18. zafi 1943 redaktorovi listu Weltblatt Robertu
Broselovi a podepsala se ,Vase dotérna nevésta Lily Lejo“.3® K jejim obdivovanym rolim
patfily Adele v Netopyru, Safi v Cikanském baronovi aj. Roku 1894 byla angazovana do
milanského Teatro lirico, kde slavila Uspéchy jako Nedda v Pagliacci. Po dvou letech se
vratila do Vidné, tentokrat do Dvorni opery, kde si mj. ve dvou predstavenich opét zazpi-
vala Marenku. V dalSi kariéfe zménila jesté jednou obor, s jevistém se rozloucila jako Elsa
v Lohengrinu v Kralovské opere v Budapesti.

Jenika/Hanse zpival v Divadle na Vidence Karl Streitmann (1858-1937), vidensky
rodak, ktery zacinal jako herec. Debutoval v roli Hamleta v PreSpurku a pres Berlin a Sig-
maringen (kde hral mj. Shakespearova Shylocka) se vratil do rodného mésta. Franz Jau-
ner ho angaZoval do Carlova divadla, kde uZ dostaval operetni role. Pévecky se vypra-
coval v Zemském némeckém divadle (Stavovském) v Praze, kde byl angaZovan v letech
1882-1885; debutoval jako Spinola ve Straussové Veselé vojné, zpival Janického
v Milldckerové Zebravém studentovi, ale také Manrica v Trubaddru, Dona Josého v Carmen
a Hoffmanna v Hoffmannovych povidkach. V Divadle na Vidence patfil k nejoblibenéjSim
tenorim éry klasické videnské operety. Zpival také Vojtécha (Conrada) ve videnské
premiére aktovky Viléma Blodka V studni (Im Brunnen), kterd zde méla - jako druha ceska
opera na této scéné - premiéru 7. zari 1894.4°

V roli Jenika alternoval rodak z Prahy Julius Spielmann (1866-1920), ktery zacinal
roku 1885 ve sboru Narodniho divadla, kde ho objevil feditel némecké scény Angelo Neu-
mann. Spielmann pro3el divadly v Ceské Lip&, Plzni, Teplicich, Styrském Hradci, Berling,
Stéting, 1893-1895 byl &lenem Divadla na Videfice a 1895 ho angaZoval Bernhard Pollini
do Hamburku, vratil se vSak po roce do Vidné, kde ve Dvorni opefe zpival wagnerovskeé role
(David, Loge, Mime) a kde vystfidal jeSté fadu angazma a roli, v opereté i v opere.

V nevdécné situaci se nachazelo Divadlo na Vidence pfi obsazovani role Kecala, nebot
Viden jesté méla v paméti vykon Viléma HeSe pfi Mezinarodni hudebni a divadelni vystavé.
HeSovo pojeti role poslouzilo videnskému basistovi, rodaku z Brna Hansi Pokornému
(1860-1937), jako vzor. Také on zacinal jako herec, presel k opereté a do roku 1891
byl ¢lenem souboru Divadla na Vidence, které ho kvlli roli Kecala povolalo jako hosta
z jeho dal$iho puUsobisté v Gdansku/Danzigu. Po Sesti tydnech pak prevzal roli Jakob Pohl

38) WELZIG, Werner (ed.): Arthur Schnitzler: Tagebuch 1879-1892, Verlag der Osterreichischen Akademie
der Wissenschaften, Wien 1987, tyz: Tagebuch 1893-1902, Verlag der Osterreichischen Akademie der Wissen-
schaften, Wien, 1989. Viz svazek Gesamtverzeichnisse 1879-1931, Verlag der Osterreichischen Akademie der
Wissenschaften, Wien 2000.

39) Wiener Stadt- und Landesbibliothek, Handschriftensammlung, I.N. 205.935.
40) REITTEREROVA - REITTERER - VELEK (op. cit).
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Zaznam o pfedstavenich na pfidesti partu druhé flétny / Record of performances on the flyleaf of the second
flute part

Provozovaci material Prodané nevésty Divadla na Vidence 1893 / Performance material for Prodana nevésta at
the Theater an der Wien 1893

Osterreichische Nationalbibliothek, Musiksammlung, Fonds 116 TW 608/N

(Pollak, 1850-1926), ktery pochazel z Prostéjova a plivodné se mél stat rabinem. Roku
1871 debutoval v PreSpurku jako Silva ve Verdiho Ernanim, v Divadle na Vidence se pozdéji
uplatnil také jako rezisér.

Pro roli Esmeraldy byla plvodné vyhlédnuta Gusti (Auguste) Moser (1871-1918),*
narozend v Zatci, od roku 1889 angaZovana v Divadle na Videfice pro subretni obor,
pozdé&ji ¢lenka Hofburgtheater. Prvni videnskou Esmeraldou se vSak nakonec stala
videnska rodacka Therese Biedermann (1864-1942), ktera prfed Divadlem na Viderce
prodla anga7ma v Brné a Styrském Hradci. Katinku (Ludmilu) zpivala Johanna Frey
(1867-1907) z Klagenfurtu. Jako operetni zpévacka debutovala v Salcburku a od roku
1903 byla ¢lenkou Nového némeckého divadla v Praze. Pfedstavitelka Agnes (Haty) Ber-
tha Stein (1860-7?) pochazela z Prahy, debutovala v Brné jako Amneris v Aidé. Také ona se
podilela na videnské premiére Blodkovy opery V studni (Veruna/Liese), nékolikrat hostova-
la v prazském némeckém divadle.

Zachovany provozovaci material Divadla na Vidence*? dokumentuje pocet zkousSek,
probihajicich od 11. do 30. bfezna, se dvéma generalnimi zkouskami. Z materialu Ize vycCist
puvodné zamyslené pévecké obsazeni a obsazeni hlavnich roli jednotlivych predstaveni. Je
z néj také zifejmé, Ze Toni Diglas byla od pocatku obsazena do role Marenky jako alternantka.

41) Viz Gvodni citat z Fremden-Blatt, 2. 4. 1893, s. 6.
42) Osterreichische Nationalbibliothek, Musiksammlung, Fonds 116 TW 608/N, 1-4.
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Ze zachovanych péveckych partd je vymluvny zejména ten, ktery patfil predstaviteli Prin-
cipala. Karl Lindau (vl. jm. Gemperle, 1853-1934) byl Videnan, stejné jako Karl Streit-
mann nebo Hans Pokorny zaéinal jako herec. Debutoval roku 1870 ve Styrském Hradci
v titulni roli Schillerova Dona Carlose, vypracoval se vSak ve vyte€ného komika. Pro svou
Zivou, temperamentni hru se stal v Divadle na Vidence milackem publika.

Zachované solistické party jsou vytrzeny z klavirniho vytahu opery, vydaného naklada-
telstvim Bote & Bock. Lindau ovSem notovy zapis ignoroval, svUj recitativ si prepsal na
zvlastni list a namisto not pouzil pismena oznacujici pfislusné noty. Jako mnemotechnic-
kou pomucku frazovani poznamenal jen znacku pro akordy orchestrainiho doprovodu.

d cish h a E®

Und Komddie wird gespielt

d cis h

Uberall, nicht im Theater

a E E fis

nur manchmal besser

noch und tauschender im Leben aber nicht
so heiter harmlos und leicht wie

bei uns.

Predstavitel Indiana Eduard Lunzer (18437 - 1913) studoval roli rovnéz z vlastniho
listu, ktery byl ovSem (na rozdil od Lindaua) kaligraficky opsan divadelnim kopistou. Lunzer
ziskal divadelni zkuSenosti také v prazském némeckém divadle. Pochazel z Rusovcl (teh-
dy Karlsburg) na Slovensku, debutoval v Nitfe, plsobil v Karlovych Varech a Plzni a pres
Baden a Viden priSel do Prahy, kde patfil k oblibenym predstaviteliim roli ve fraskach Jo-
hanna Nestroye. Clenem Divadla na Videfice byl patnact let. Srovnani ruéné psaného textu
jeho role s tisténym libretem, resp. klavirnim vytahem, jevi fadu odchylek, podle nichz se
da predpokladat, Ze scéna komediantl rezignovala na spisovnou némcinu. Kritiky insce-
nace vyzdvihovaly zasluhu Maxe Kalbecka o zuslechténi libreta, je vSak zfejmé, Ze jeho
text predstavitelé nedodrZovali dusledné. Eduard Lunzer si napf. zjednodusil Kalbeckiyv
ponékud Sroubovany text: ,Und Keinen sonst, der uns den Béaren spielt, besitzen wirl“ na:
,und wir haben sonst Keinen, der den Baren spielen konnte.“ Upraveny jsou i recitativni
Useky textu Esmeraldy, Vaskovi napfiklad fika: ,Was seht Ihr mich so an? Wollt Ihr mich
noch etwas fragen?“ misto Kalbeckova: ,Gelt ja, Ihr habt noch eine Frage?“, nebo ,Die
Liebe wird Euch’s lehren!“ namisto ,Gar leicht lehrt Euch die Liebe, was Euch etwa fehlt.”

Pocet orchestralnich hlasli v provozovacim materidlu doklada posileni orchestru,
0 némz se zminovaly kritiky.** Zajimava je ovSem poznamka druhého klarinetisty. V jeho
partu je prazdny list s poznamkou:

43) Ziejmé ,e“. Uréeni polohy neni jednoznacné, vSechny tony ,e“ jsou psany velkym pismenem.

44) Provozovaci material obsahuje partituru, 42 orchestralnich hlas(, 64 partd sboru, 21 sélovych partd, 2 kla-
virni vytahy. Orchestr Divadla na Videnice mél tehdy 42 ¢lent (Neuer Theateralmanach, 1893, s. 498), coZ odpovida
poctu partd, mdZzeme vSak predpokladat obvyklou praxi hry vZdy dvou hracd z jednoho partu. Jednoznacné je posi-
leni sboru: sbor Divadla na Videnice mél podle Theateralmanachu 44 ¢len(, material obsahuje o 20 hlasu vic.
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Neruda aus Prag. Aufgefiirht [!] mit der [!] Frdulein Wesely vom Bohm. National
Theater aus Prag. Den 9/4 93 im k. k. priv. Theater a/d Wien. Franz Blaha.

Devatého dubna 1893 zpivala Anna Vesela Marenku v Divadle na Vidence napo-
sledy. Ponékud kryptickd poznamka ,Neruda aus Prag“ se pravdépodobné vztahuje
k violoncellistovi Aloisu Nerudovi (1837-1899), ktery v letech 1892-1898 pUsobil ve Vid-
ni a uplatinoval se prevaziné v ¢eské mensiné. Zda vypomohl v divadelnim orchestru, i
byl pouze pritomen predstaveni, nelze z poznamky odvodit. Franz Blaha nebyl jedinym
hudebnikem ¢eského plivodu v orchestru divadla, jak je patrno napf. ze jména druhého
hornisty Johanna Sedlaczeka.

Kecala mél puvodné ztélesnit Joseph Josephi. Nakonec zpival Krusinu, pro kterého byl
nejprve uréen Ferdinand Marian (vl. jm. Haschkowetz, 1859-1946). Marianovo jméno
se objevuje také u role Michy, ale ani tu nakonec nezpival. Prilezitost dostal az o tfi roky
pozdé&ji ve Dvorni opere - a sice jako Indian (Muff). Marian debutoval v Olomouci, pUsobil
v Ceskych Budéjovicich (kde pfijal umélecké jméno), v Linci a Styrském Hradci a do Divad-
la na Vidence byl angaZzovan roku 1890. Pravdépodobné studoval role Krusiny i Michy, ale
nikdy v nich nevystoupil.*®

Prvnim Vaskem/Wenzlem mél byt Gustav Kaitan (také Kaitan-Stelzer nebo Stelzer),
narozeny roku 1871 ve Znojmé. Roku 1890 debutoval v Brné, jako prvni baryton [!] byl
angazovan v Innsbrucku a od roku 1893 v Divadle na Vidernce. Obsazeni do role Vaska
bylo - podobné jako u Josephiho - mimo jeho obor, i kdyz se uz tehdy pokousel o tenor
a po preskoleni roku 1894 také tenorové role zpival. Uspésny byl pfedevsim jako tenor
buffo (Veit v Lortzingové Undiné, Eisenstein v Netopyru). V letech 1897 -1899 pUsobil v Li-
berci, dale v Hannoveru, Berliné, Vratislavi, St}’/rském Hradci, Ostravé, 1910-1912 v Brné
(kde také vyucoval zpévu), pozdéji v Luzernu. Jeho Gmrtni datum neni znamo.

V s6lovych partech se objevuji jesté dalsi jména predstavitel(l, prichazejicich v prvnich
navrzich v Gvahu, tak napft. pro roli Principala ,pan Wallner“, pro Agnes (Hatu) ,sl¢. Noe“,
pro Katinku (Ludmilu) Mizzi Sturm. U role Jenika se také objevuje jméno ,pan Zeisl*.

Z prehledu solisth prvni videnské inscenace Prodané nevésty, jejich tehdejsiho véku,
nastupu angaZzma v Divadle na Videfice a vyvoje kariéry Ize vyvodit, Ze divadlo vyuZilo
predevsSim nové angaZzované, mladé sily; u nékterych Ize dokonce jejich angazma chapat
v pfimé souvislosti se zamérem na uvedeni Smetanovy opery. Prehled také ukazuje, Ze
ackoli se plan vedeni divadla na vytvoreni druhé videnské operni scény*® v plném rozsahu
neuskutecnil, mnozi z Ucinkujicich pozdéji nalezli v opernim oboru uplatnéni (Johanna
Frey, Joseph Josephi, Gustav Kaitan, Lily Lejo, Ferdinand Marian, Hans Pokorny, Julius
Spielmann, Bertha Stein). Byla to ostatné tato scéna, ktera roku 1897 uskutecnila prvni
videnské uvedeni Pucciniho La Bohéme.

45) Jeho syn Ferdinand Marian (1902-1946), divadelni a filmovy herec, pozd€&ji neblaze proslul jako predsta-
vitel titulni role v nacionalné socialistickém propagandistickém filmu Jud SdR.

46) Takovou mélo predstavovat uz roku 1874 oteviené Divadlo na OkruZni tfidé (Komische Oper, pozdéji pod
nazvem Ringtheater).
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Divadlo na Vidence na podzim 1893 nasadilo Prodanou nevéstu na repertoar znovu
a pocitalo pro ni - jisté na zakladé Jaunerovy inciativy - se ziskanim Viléma HeSe jako

hosta do role Kecala. K hostovani vSak nedoSlo a Kecala nadale zpival Jakob Pohl.#

Prehled solisti prvniho provedeni Prodané nevésty roku 1893 v Divadle na Vidence

(kurziva znamena prepokladané, nerealizované obsazeni)

(1861-1935)

Prijmeni, jméno, Role Vék | Angazmaod | Obor

Zivotni data

Biedermann, Therese Esmeralda 29 1886 opereta
(1864-1942)

Diglas, Antonia Marenka 23 1892 opereta, opera
(1870-1962)

Frey, Johanna Katinka/Ludmila 26 1892 opereta, opera
(1867-1907)

Josephi, Joseph KruSina 41 1882 opereta, opera
(1852-1920)

Kaitan, Gustav (1871-?) | Vasek 22 1893 opereta, opera, reZie
Lejo, Lili (1865-1953) Marenka 28 1891 opereta, opera
Lindau, Karl Springer/Principal | 40 1881 ¢inohra, opereta
(1853-1934)

Lunzer, Eduard Muff/Indian 517 1885 opereta, ¢inohra
(18437-1913)

Marian, Ferdinand Krusina, Micha 34 1882 opereta, opera
(1859-1942)

Moser, Gusti Esmeralda 22 1889 opereta, ¢inohra
(1871-1918)

Pagin, Ferdinand Vasek 30 1892 opereta, film
(1863-1945)

Pohl, Jakob (1850-1926) | Kecal 42 1893 opera, rezie
Pokorny, Hans Kecal 33 1893 (j. h.) ¢inohra, opereta,
(1860-1937) opera
Reckendorf, August (?-?) | Micha ? 1893 opereta, ?
Spielmann, Julius Jenik 27 1893 opereta, opera
(1866-1920)

Stein, Bertha (1860-7?) Agnes/Hata 33 1886 opereta, opera
Streitmann, Karl Jenik 35 1885 ¢inohra, opereta,
(1858-1937) opera

Sturm, Mitzi (?-?) Katinka/Ludmila ? ? opereta

Wallner, Carl Springer/Principal | 32 ? ¢inohra, reZie

47) Deusches Volksblatt, 29. 9. 1893, s. 7; Die Presse, 29. 9. 1893, s. 11.
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Prodana nevésta ve Dvorni opefe

Teprve o tfi roky pozdéji, 4. fijna 1896 (v den svatku cisafe FrantiSka Josefa I.), se usku-
tecnilo prvni provedeni Prodané nevésty ve Dvorni opere, a to poté, co se Alexandrine von
Schonerer vzdala provozovaciho prava pro Divadlo na Vidence.*® Jako zasadni se ukazala
potfeba nalézt vhodné predstavitele a vytvofit inscenaéni tym - i proto, Ze vykon Dvorni
opery nemohl v Zzadném pfipadé zlstat za Grovni pfedméstského Divadla na Vidence.
K dullezitym akvizicim v tomto pfipadé patfili August Stoll, Fritz Schrodter a Vilém Hes (na
némeckych scénach jako Wilhelm Hesch).

ReZisér inscenace August Stoll (1853-1918) se narodil v Hermannstadtu/Sibiu. Za-
¢inal jako herec a operetni zpévak. Roku 1876 debutoval v Zemském némeckém divadle
v Praze jako Vilém Meister v Mignon Ambroise Thomase. Ve Dvorni opere ve Vidni debuto-
val jako Don José, pozdéji preSel k hrdinnému oboru. Roku 1884 uz je veden jako rezisér
a pozdéji vrchni reZisér a tuto funkci vykonaval az do své smrti.

Marenkou byla rodilda Videnanka Paula Mark (1869-1956). Zacinala v Lipsku,
1893-1897 byla ¢lenkou Dvorni opery, kde pfi tamni premiére Leoncavallovych Pagliacci
(19. listopadu 1893) zpivala Neddu pod taktovkou skladatele. V repertoaru méla napr.
Rosalindu v Netopyru i Evu v Mistrech pévcich, coz doklada jeji oborové rozpéti. Po od-
chodu z jevisté vyucovala na videniské Hudebni akademii. Roli Marenky pozdé€ji prevzaly
dalsi zpévacky, také Berta Foersterova-Lautererova, ktera pfiSla do Vidné z Hamburku,
kde - stejné jako HesS - pracovala s Gustavem Mahlerem, ktery ji také do Vidné angaZoval.

Jenika/Hanse zpival Fritz Schrodter (1855-1924), narozeny v Lipsku. Podobné jako
Karl Streitmann, August Stoll a Eduard Lunzer zacinal v némeckém divadle v Praze. Nej-
prve sklizel Uspéchy v opereté a pozvolna se propracoval k rolim jako Canio v Pagliacci
nebo Turiddu v Cavalleria rusticana; zpival ale také Logeho v Das Rheingold. Schrodterova
dcera Adele se roku 1900 stala druhou manzelkou Viléma Hese.

Vaskem inscenace Dvorni opery byl Anton Schittenhelm (1846-1923), narozeny v Més-
té Albrechticich u Krnova, tedy dalSi zpévak spojeny s eskymi zemémi. Schittenhelm patfil
k objeviim Franze Jaunera, ktery ho angazoval roku 1875 do Dvorni opery, kde az do svého
penzionovani roku 1903 patfil k nejobsazovanéjsim zpévakdm lyrického i buffo oboru.

Hlavni zisk pro Dvorni operu a Uspéch Prodané nevésty vSak znamenalo angaZzovani
basisty Viléma Hese (Tynec nad Labem 1860 - Viden 1908). Na prvni videnské scéné
debutoval roku 1895 a v Iété nasledujiciho roku byl angaZovan. Az do své predcasné
smrti roku 1908 znamenal ve Dvorni opefe oporu svého hlasového oboru. Byl prvnim
basistou némeckojazycné operni scény, jehoz hlas zachytil fonograf.*®* Dohazovac¢ Kecal

chard Specht o HeSovi napsal:

48) Dopis Alexandrine von Schénerer generalni intendanci Dvorni opery z 3. 6. 1896, HHStA 669/1896.
49) CD fady ,Lebendige Vergangenheit” (Mono 89172, Historical Recordings 1998).
50) Znacka J. K [pravdépodobné Julius Korngold]: Neue Freie Presse, 4. 1. 1908, s. 3 (ve€erni vydani).
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Moznad nebyl zadny velky
umeélec. Ale mezi basisty vi-
denské Dvorni opery - ac¢ to
zni zvlastné - byl prvni, kte-
ry jen nezpival, nybrz také
se snazil vytvairet postavy.
[...] I do zivota nevyznam-
ného clovéka vstoupi veli-
kost, da-li se o ném rici, ze
byl v né¢em prvni...5!

S Cechami byl spojen také
generalni intendant Dvorni
opery, svobodny pan Josef von
Bezecny (1829-1904), naro-
zeny v Tabore, a feditel Wilhelm
Jahn (1835-1900), ktery se
narodil ve Dvorcich na Moravé
a v letech 1859-1864 plso-
bil jako kapelnik Némeckého
zemského (Stavovského) diva-
dla v Praze, kde mj. nastudoval
premiéru Wagnerova Rienziho.
A z Cech & Moravy pochéazela
rovnéz fada kritikd, ktefi ve
Vidni velebili dilo ,vlastenecké-
ho“ (vaterlandisch) skladatele
ve smyslu zemského patriotis-
mu - Eduard Hanslick, Robert

Wilhelm Jahn (1835-1900)
Osterreichische Nationalbibliothek, Bildarchiv, sign. / shelf mark
PORT_00011050_01

Hirschfeld, Albert Kauders, Richard Kralik von Meyerswalden, Oscar Teuber, Richard
Wallaschek.5? Pouze dvé z velkého mnozZstvi kritik, které vySly na obé videnské premiéry
Prodané nevésty, mizeme oznacit za negativni - obé pochazely od recenzent(i plivodem
rovnéz z eskych zemi, a sice od rodaka z Liberce Camilla Horna (1860-1941) a ze Siro-
kych Trebdic na Chomutovsku pochéazejicino Augusta Naafa (1850-1918).
Prvniinscenace Prodané nevésty ve Dvorni operfe se hrala do 12. dubna 1918 a poétem

v opernim divadle na Okruzni tfidé, dneSni Videniské statni opere.

51) SPECHT, Richard: Willy Hesch, in: Die Schaubiihne 4, Nr. 5, 30. 1. 1908, s. 133-134.
52) Jejich biografie a plsobeni in: REITTEREROVA - REITTERER (op. cit.).
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The First Two Viennese
Productions of Prodana
nevesta and Their
Performers

(Theater an der Wien 1893, Hofoper 1896)'

VLASTA REITTEREROVA

n June of 1892, Smetana’s Prodana nevésta (The Bartered Bride) was heard in Vienna

for the first time as part of a guest appearance by the Czech National Theatre at the
International Musical and Theatrical Exhibition. The clear success of the opera and of
the performances of the National Theatre ensemble was reflected in the reviews of the
Viennese critics, who were calling for German-language performances of Prodana nevésta
on the stage of the Court Opera. On the basis of information from the archives of the Court
Opera (Haus-, Hof- und Staatsarchiv), one can document the reasons why, as it turned out,
the first Viennese (and German-language) stage to produce the opera was the Theater an
der Wien in April 1893, and why the premiere at the Court Opera did not occur until three
years later. The study also devotes attention to the first performers for both productions of
Prodana nevésta and to the circumstances of the two Viennese premieres, which opened
up the pathway to other stages around the world after a thirty-year delay.

Bedrich Smetana - Prodana nevésta - Viennese premieres - Theater an der Wien 1893
- Hofoper Wien 1896 - Toni Diglas - Lily Lejo

There will be a major event at the Theater an der Wien this evening. The
theatre’s management has decided to carry over the greatest success from the former
Exhibition Theatre, Smetana’s lovely opera Prodand nevésta (The Bartered Bride),
to the operetta stage, which it intends to adapt as an opera stage for this purpose.
And this has been a success, seemingly. Under the conductor Adolf Miiller, with his
delicate feeling even for loftier tasks, the orchestra has been expanded, as has the
chorus, and the ensemble of soloists has skilled domestic forces at its disposal. Ballet
certainly presented the greatest difficulties, but a real miracle has emerged in the
person of the ballet master of the Czech National Theatre from Prague, Mr. Augustin

1) This text is an extended version of a paper presented at the 2004 Smetana Conference in Litomysl; the
planned proceedings from the conference were not published.
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Berger. From among the women of the chorus of the Theater an der Wien, he took all
of the members who were still able to recall something of ballet from their past, and
he reawakened their former abilities; even the charming Miss Gusti Moser forsook
her favored roles and enlisted, joined by Italians and other exotic ladies of the ballet,
and in just three days the whole motley throng, among whom only one daughter of
Libuse [an allusion to a mythical Czech princess] could be found, learned to dance
in the Czech manner in a way that would certainly give pleasure even in Bohemia.
[...] If this experiment is a success - and there is hope that it will be - it is not out of
the question that the Theater an der Wien could also get Smetana’s Hubicka (The
Kiss) and establish itself as a “comic opera”.?

These lines appeared in the newspaper Fremden-Blatt on the day of the first German-
language performance of Prodana nevésta, which took place on 2 April 1893 at the Theater
an der Wien.® The passage quoted above suggests some of the circumstances under
which the production was created, and it gives us an idea of the status of the personnel in
the theatrical ensemble. The importance attributed to the dance scenes corresponds to
the belief then widely held that (apart from language) dance and dance music are typical
expressions of national identity. Vienna of the era of Johann Strauss was characterized
by the waltz in triple time, while for Czech music (and for music from Bohemia in general),
the duple meter of the polka was then perceived as typical. Therefore, in the interest of
“authenticity”, the management of the Theater an der Wien engaged Augustin Berger to
train the dancers and create the choreography for Prodana nevésta, and he also danced
at sixteen performances.* His dance partner was Antonie Chwalla, who was probably the
person referred to by the remark “only one daughter of Libuse”.> Some more performers
and other persons connected with the first productions of Prodana nevésta in Vienna can
likewise be proven to have had some relationship with the Czech Lands, whether it was
their place of birth or of professional activity.

2) Fremden-Blatt, 2 April 1893, p. 6.

3) Documents on the history of the first two Viennese performances of Prodana nevésta (Theater an der Wien
1893 and Hofoper 1896) have been published in REITTEREROVA, Vlasta - REITTERER, Hubert: Vier dutzend
rothe Strimpfe (= Theatergeschichte Osterreichs, Band IlIl: Wien, Heft 4), Verlag der Osterreichischen Akademie
der Wissenschaften, Wien 2004.

4) HAJEK, Ladislav (ed.): Paméti Augustina Bergra, choreografa a baletniho mistra Narodniho divadia (The
Memoirs of Augustin Berger, Choreographer and Ballet Master at the National Theatre), Orbis, Praha 1942.
Concerning Prodana nevésta in Vienna or elsewhere in Austria, also see PRAZAK, Pfemysl: Smetana a Prodana
nevésta, Lidova demokracie, Praha 1962, pp. 219-240; because of the popular character of the publication, it
unfortunately lacks specific source references.

5)  Augustin Berger does not state her name in his memoirs (footnote no. 4); but in the photographic appen-
dix, she is identified in two pictures as “the Viennese dancer Chwala”. Antonie Chwalla became an apprentice
in 1884 and a member of the ballet ensemble of the Court Opera in 1885. Thereafter, she worked in Munich,
Ljubljana, again in Vienna, and finally as a dance soloist at the Central-Theater in Hamburg. With Berger, she
danced the Polka, Furiant, and Sko¢na in Prodana nevésta. See RAAB, Riki: Biographischer Index des Wiener
Opernballetts von 1631 bis zur Gegenwart, Hollinek, Wien 1994. The dates of the dancer’s birth and death are
not known, and she can only be assumed to have been of Czech origin based on her name.
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|WIEN v, Heugasse 70 (tviher I, Briunerstrasse 1),

Divadelni cedule k premiérovému pfedstaveni Prodané nevésty v Divadle na Vidence 2. dubna 1893, s rucné
opravenym jménem predstavitelky Mafenky / Theatrical poster for the premiere performance of Prodana ne-
vésta at the Theater an der Wien on 2 April 1893, with the handwritten correction of the name of the person
playing Marenka

Osterreichische Nationalbibliothek, Musiksammlung, Fond Theater an der Wien, sign. / shelf mark 116 TW 608,
prevzato z publikace / taken from the publication: REITTEREROVA, Vlasta - REITTERER, Hubert; Vier dutzend
rothe Striimpfe (= Theatergeschichte Osterreichs, Band Ill: Wien, Heft 4), Verlag der Osterreichischen Akademie
der Wissenschaften, Wien 2004

The German-language premiere of Smetana’s Prodana nevésta took place on 2 April
1893 at the Theater an der Wien. Why so late - nearly thirty years after it was composed -
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and why not at the Court Opera? The broad outlines of the history of foreign performances
of Czech operas in the latter half of the nineteenth century and of Smetana’s operas and
of Prodana nevésta in particular are well known. The Lands of the Bohemian Crown were
part of the Habsburg Monarchy, but for various reasons, Vienna, the seat of the emperor,
represented a more remote region for Czech opera than any other German-language stage,
especially from the moment that the attempts to achieve an “Austrian-Czech compromise”
failed definitively.® “Is Vienna separated from Prague by a Chinese wall? And is such a wall
necessary for the protection of our art or perhaps even our nationality?”” These were
the kinds of questions critics asked after the performance of Prodana nevésta at the
Exhibition Theatre in 1892.

Graz became the first city in Austrian territory to exhibit documentable interest in Prodana
nevésta in 1871,2 and Hans von Blilow considered performing the opera in Hannover,®
but during Smetana’s lifetime, it was not even performed in any of the German-language
theatres in the Czech Lands; the theatre in Olomouc announced its intent to produce the
opera, but the plans were not realized there, either.’® The conductor Felix Mottl wrote
to the composer from Vienna in 1878 about the opera, but nothing came of it.** The
Smetana literature blames the lateness of the performance of Prodana nevésta in Vienna
on the rejection of all things Czech, pointing out negative experiences with the performing
of Dvotak’s opera Selma sedlék (The Cunning Peasant) at the Court Opera in 1885.12 On
the basis of the sources, however, it can be seen that a combination of legal, financial,
technical, aesthetic, and also personal factors played a part in Vienna’s hesitancy.

Negotiations with the Court Opera over a performance of Prodana nevésta began
in 1892 after its convincing success in the context of the guest appearance by
Prague’s National Theatre at the International Musical and Theatrical Exhibition in
Vienna mentioned in the quote at the beginning of this study. The publisher Bote & Bock
(represented in Vienna by the attorney Oskar F. Eirich) participated in the negotiations,

6) For a characterization of the political situation in the 1890s, see HYE, Hans Peter: Prag (Praha) und Wien:
Wechselseitige Perspektiven um 1890, in: REITTEREROVA - REITTERER (op. cit.), pp. 14-25 with an additional
bibliography.

7)  Wiener Sonn- und Montagszeitung, 13 June 1892, p. 3, initials: h. w. [Johann Georg Ritter von Woerz].

8) Hudebni listy (Musical Pages), vol. 1, 1870-1871, p. 404, and a letter from Josef Kafka of Graz to Bedfich
Smetana dated 27 Feb. 1871, National Museum - Czech Museum of Music - Bedfich Smetana Museum (herein-
after MBS), shelf mark MBS S 217/640.

9) Dalibor, vol. 1, 1879, p. 14.

10) A letter from Bedfich Smetana dated 11 Feb. 1879 to the editor of the Olomouc journal Pozor Rudolf Hill,
shelf mark MBS S 217/2270.

11) The letters of Felix Mottl to Bedfich Smetana, shelf mark MBS W 4/78-80.

12) The premiere took place on the name day of Empress Elisabeth, 19 November 1885, and it was accom-
panied by nationalistically minded provocations, especially among the students. The blame for stirring up unrest
has been attributed to both the Czech and the German sides; the opera was played only twice. For more details,
see REITTEREROVA, Vlasta - REITTERER, Hubert - VELEK, Viktor: Ceska opera ve Vidni v kontextu doby - se
zvlastnim zretelem k videnskému uvadéni Blodkovy opery V studni (Czech Opera in Vienna in the Context of
the Period - With Special Emphasis on the Viennese Performance of Blodek’s Opera V studni), in: Musicologica
Olomucensia 15, Olomouc 2012, pp. 71-122.
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and Smetana’s heirs took part, represented by the composer’s son-in-law Josef Schwarz.
The preserved documents?®® reveal, among other things, that the problem with a German-
language performance involved an unresolved dispute over the performance rights of
the opera. The rights for German stages belonged to the publisher Bote & Bock in Berlin,
which had published a vocal score of Prodana nevésta with a German text on the basis of
an agreement with the Prague publisher Hudebni matice, and for that purpose it had hired
the Viennese musical author and critic Max Kalbeck to translate the opera.}* A telegram
from the executive director of the Court Opera Wilhelm Jahn to its intendant Baron Josef
von Bezecny documents that Jahn was interested in Prodana nevésta in October of 1892;
he requested permission to travel to Prague “because of Dalibor and Prodana nevésta”;*®
even his travel document has been preserved.*®

This is where Franz Jauner enters the scene. Jauner was a sort of “power behind the
throne” in the life of Vienna’s theatres at the time, and he played an important part in
the story of Prodana nevésta in Vienna. The administrative official of the court theatres
and theatrical amateur Franz Jauner (1831-1900) was discovered by Heinrich Laube,
who engaged him as an actor at the Burgtheater in 1854. Jauner performed in Hamburg
and Dresden, and he was seemingly able to establish useful contacts everywhere. After
returning to Vienna, he took advantage of these contacts. From 1872 until 1878 he was
at the helm of the Carltheater, and at the same time, beginning in 1875, he was first
temporarily and from 1878 permanently appointed as the executive director of the Court
Opera. He was responsible, for example, for the Viennese premiere of Bizet's Carmen and
the first complete performance of Der Ring des Nibelungen outside of Bayreuth.

Jauner was living proof that being artistically progressive only rarely brings success
at the ticket office. He had to leave his position at the Court Opera in 1880 because of
a financial deficit (his elevation into the nobility was supposed to have softened the blow).
His successor at the Court Theatre was Wilhelm Jahn, who is mentioned above. In the
autumn of 1881, Freiherr von Jauner became the director of the Ringtheater, where the
Viennese premiere of Offenbach’s Les contes d’Hoffmann took place on 7 December. The
next day, before the first reprise began, a fire broke out in the theater, taking nearly four
hundred lives and destroying the theatre. At the trial, where verdicts were handed down in
May of 1882, Jauner was one of the chief defendants; he was sentenced to four months
in prison and was forbidden for several years to work in theatrical management. He was
released from jail after just a few weeks, but the ban on working in a management position

13) Published in: REITTEREROVA - REITTERER (op. cit.).

14) Emanuel Zingel's German translation, included in the 1872 Hudebni matice edition of the vocal score,
contained only the vocal numbers, and Smetana was dissatisfied with it, as can be seen from his letter to Rudolf
Hill (footnote no. 10): “[...] | would note that the German text is rather shoddy, even laughable in places.” Zin-
gel's translation was first used in part for a production of Prodana nevésta at the festival Styriarte in 2011 (stage
direction by Philipp Harnoncourt, conducted by Nicolaus Harnoncourt).

15) Vienna, Haus-, Hof- und Staatsarchiv (hereinafter HHStA), Generalintendanz, 1333/1892.

16) HHStA, Oper, 518/1892. This is also mentioned in SUBERT, Frantiek Adolf: Moje divadelni toulky I (My
Theatrical Wanderings), printed and published by Ceska graficka spolecnost “Unie”, Praha 1902, p. 46.

Musicalia 1-2 / 2016 B 41



Vlasta Reittererova

remained in force.’” Beginning in 1884 he served as the artistic director and advisor to the
director of the Theater an der Wien, Alexandrine von Schdnerer. He was also a member
of the committee of the International Theatrical and Musical Exhibition, and according to
Franti$ek Adolf Subert, it was Jauner who urged the exhibition commission to invite the
National Theatre from Prague.’® From 1894 to 1895, Jauner was active in an advisory
capacity under the director Bernhard Pollini at the Stadttheater in Hamburg, where the
premiere of Prodana nevésta was conducted by Gustav Mahler in 1895. Jauner took part
in the production - as he had previously done at the Theater an der Wien - as the stage
director. Finally in March of 1895 he received a concession allowing him to take over the
Carltheater for a second time in his life, but he did not succeed in resurrecting it. Financial
and health problems finally drove him to suicide.

Jauner’s diverse activities were spread over a wide network of theatres. He also
coordinated, in a sense, the performances of Dvofak’s Selma sedldk (The Cunning
Peasant) at nearly the same time on three German-language stages.*® One important
instance of Jauner’s influence involved his ties to the director Pollini in Hamburg, because
this apparently led to the engagement of the Czech bass Vilém Hes at the Court Opera in
Vienna. Hes had learned the role of Kecal in German in Hamburg,?® and that part became
decisive for his engagement in Vienna.

The executive director of the National Theatre FrantiSek Adolf Subert wanted to
capitalize on the success of Prodana nevésta in 1892 immediately after completion of the
International Musical and Theatrical Exhibition in Vienna, and he offered the intendant
of the Court Opera Bezecny a guest appearance by his ensemble at the Court Opera.
The offer was not accepted for various reasons, and ideas for a possible appearance on
one of Vienna’s other stages also remained just a dream.* Subert nonetheless already
made another attempt to arrange a performance in Vienna on 8 November 1892, when
he addressed a letter to the theatre’s administration offering guest performances in June
of 1893 (see below).??2 The executive director Jahn had to state his opinion on requests
to rent the Court Opera, and in a letter to the office of the intendant dated 8 December,
for example, he refused to approve the holding of an industrial ball, because such an
undertaking “seems absolutely incompatible with the dignity of the institution”; in the

17) See REITTEREROVA, Vlasta: PoZar videriského Ringtheater roku 1881 (The Fire at Vienna's Ringtheater
in 1881), a paper for the 36" International Symposium in Pilsen “Clovék a spoleénost 19. stoleti tvafi v tvar
katastrofé” (Mankind and Society of the 19" Century Face to Face with Catastrophe), Plzen, 25-27 Feb. 2016
(forthcoming).

18) SUBERT (op. cit.), p. 47.

19) KUNA, Milan (ed.): Antonin Dvorak. Korespondence a dokumenty 5. Korespondence prijata (Antonin
Dvorak. Correspondence and Documents 5. Received Correspondence), Supraphon, Prague 1996. After taking
over the Ringtheater in 1881, Jauner took an interest in Dvofak’s operas Vanda and Tvrdé palice (The Stubborn
Lovers).

20) Atthe Hamburg on 17 Jan. 1894, Josef Arden, a guest singer from Bremen, played the part of Kecal, and
Hes took over the role when he arrived for his engagement during the 1894 -1895 season.

21) SUBERT (op. cit.), pp. 163-164.

22) HHStA 1443/1892.
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same message, he expressed himself guardedly concerning a guest performance by
a Czech opera company, pointing out that “such a request would not remain the only one
of its kind, and a Hungarian or Polish national opera would surely follow”.2® As can be seen
from the further chronology of events, Subert attempted to arrange a guest performance
at the Theater an der Wien, but this also came to nothing.

Attempts to mount Vienna’s own production of Prodana nevésta, however, date back to
that time. The publisher Bote & Bock informed Wilhelm Jahn by telegram on 19 December
1892 and a day later by letter about the interest of Franz Jauner in Prodanéa nevésta, and
it requested an immediate statement as to whether the Court Opera intended to produce
the opera in the immediate future or whether its performing at the Theater an der Wien
would rule out a production at the Court Opera. Wilhelm Jahn answered on 21 December:

I'would be inclined to procure Prodand nevésta for next season, but under the condi-
tion that the work be performed here neither in German nor in any other language
before then, or else there would be less interest.?*

On 22 December 1892, Hugo Bock responded as follows:

The condition that the opera may not be performed before then, even in a different
language, can hardly be fulfilled, because I have been told the Czech National
Theatre entered into an agreement for a guest appearance this June? at the Theater
an der Wien, and blocking the Czechs’ guest appearance on June first that year
would appear to be inopportune for political reasons. I, on the other hand, think
that for the success of a German performance, support from the Czech element
will be necessary, so it would not be appropriate irritate them by any kind of refusal,
and since a few performances of the opera at a musical exhibition have suddenly
generated widespread interest in this masterpiece, I would like to emphasize that
a few performances in the Czech language would not only not harm the next German
performances, but rather would tend to attract more interest.?

In the second part of the letter, Hugo Bock proceeds to discuss the legal aspects of
the matter. He established the deadline for the premiere as “no later than by 1 January
1894, and he set the penalty for failure to meet the deadline at 3,000 gulden for the
performance material and the amount of the royalties. This was apparently his tactic,
because according to copyright legislation at the time, the ten-year period of protection
of Smetana’s work would expire in 1894, but Austria’s House of Lords was deliberating
changes to the law, and the period of copyright protection was expected to be extended.
Jahn’s answer, passing on the stance of the office of the indendant, was laconic: “Under

23) HHStA 1443/1892. 0On 11 Dec. 1892, The Court Opera building inspector Johann Kautz also reported that
during the requested period in June, there were plans for construction work in the building.

24) The text of the telegram is quoted in the draft of a letter dated 21 Dec. 1892, prepared by the adjunct of
the office of the executive director of the Court Opera Ferdinand Graf and intended for the publisher Bote & Bock.
HHStA 685/1892.

25) June of the season in question, i.e. 1893.
26) HHStA 685/1892.
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the stated conditions, | regret that | cannot get Prodana nevésta.”?” There are also a few
documents concerning the financial conditions (in a letter from the publisher dated
25 January 1893,?8 the price for the performance material was reduced by half to
1,500 gulden) and the latest deadline for the premiere, but the negotiations did not bring
results. The question of the validity of copyright turned out to be a sensitive matter with
respect to the negotiating tactics of the publisher, the Court Opera, and Smetana’s heirs.
Josef Schwarz finally visited the Court Opera in person. His letter dated 7 February 1893
shows his disappointment:

I came awaywith the sad conviction that the exalted House of Lords will seemingly not
get around to discussion and voting on the proposed law to extend the performance
rights of operas, and that Smetana’s heirs have little hope of collecting royalties for
a longer period from the operas that their father left to them.?

Concerning the discount for the performance material offered to the Court Opera by the
publisher Bote & Bock, Schwarz continues:

The Imperial and Royal Court Opera would obtain a solid repertoire opera from
Smetana’s heirs once and for all for 1,500 gulden. I don’t want to go on and on about
it, but I cannot rid myself of the bitter feeling that local artists are not shown the
least bit of favor and kindness that is generously showered on composers from other
countries.?

The comment at the end of the letter hints that during the negotiations in Vienna,
Schwarz had encountered some concerns with nationalistic overtones:

There can be no though of any kind of nationalistic spitefulness or demonstrations by
the Viennese public. After all, the public at large and all of the critics have received
Smetana’s works in the friendliest manner.

The management of the Court Opera ultimately decided on a different Smetana opera.
On 6 February 1893, Wilhelm Jahn asked the executive director Subert when Hubicka
(The Kiss) and Tchaikovsky’s Pique dame might be played in Prague. HubiCka was then
performed by the Court Opera on 27 February 1895, and Tajemstvi (The Secret) was played
on 27 March of the following year.3* The performance rights to the two operas belonged to
the Viennese publisher Josef Weinberger, so there was nothing to prevent a performance.
The Viennese newspapers had not lost their interest in Smetana, and they reported on the
Smetana cycle in Prague:

27) HHStA 685/1892, draft of the telegram with the comment “after verbal approval of His Excellency”, i.e. the
general intendant Bezecny.

28) HHStA 685/1892.
29) Ibid.

30) The new law, which took effect on 26 April 1893, extended the period of copyright protection by two years,
then from 26 Dec. 1895 to thirty years. KOLMER, Gustav: Parlament und Verfassung in Osterreich, vol. 5, Wien
1909, p. 147.

31) Tchaikovsky's Pique Dame was performed at the Court Opera on 9 Dec. 1902 with Gustav Mahler
conducting.
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In September, the Czech Provincial and National Theatre in Prague will be performing
a cycle of all eight operas by Smetana, whose fame quickly spread around the entire
music world last year on the occasion of the performance of Prodand nevésta.

Meanwhile, thanks to Jauner’s contacts with the publisher Bote & Bock, Alexandrine von
Schoénerer gained Prodana nevésta for the Theater an der Wien. Her decision had artistic,
strategic, and also political dimensions. By performing Prodana nevésta, she subjected
the management of the Court Opera to another three years of repeated ironic comments
from the Viennese critics that it had missed out on the opera, while she made plain her
political stance. As the sister of the German nationalist, anti-Czech, and anti-Semitic minded
politician Georg von Schonerer, she was distancing herself from her own family.

The quote at the beginning of this study®® speaks of an experiment. The Theater an der
Wien had been operating for a number of years as a stage reserved exclusively for operetta
and musical comedies. It was the ambition of its management at the time, however,
to return the stage to its original mission: it had been the site of the 1805 premiere of
Beethoven’s Fidelio, Albert Lortzing had conducted his own works there, and it was the
place where Rossini’s operas received their Vienna premieres. The theatre’s owner and
executive director from 1845 to 1850 Franz Pokorny, of Bohemian origin, had Giacomo
Meyerbeer's opera Vielka (Ein Feldlager in Schlesien) given its Viennese premiere
there with Jenny Lind in the title role, and he created a sensation with repeated guest
appearances. He presented the Viennese premiere of the opera Alessandro Stradella
by Friedrich von Flotow, the world premiere of Lortzing’s Der Waffenschmied, and the
Vienna premiere of his Undine. In the following years, under the leadership of Friedrich
Strampfer and Maximilian Steiner, the theatre became the center of activity for of the
“golden age” of Viennese operetta, and also a “silver” age of operetta under Alexandrine
Schonerer, who was at the helm of the theatre from 1884 to 1900. Her first attempt to
resurrect the lighter opera repertoire was the 18 May 1892 performance of Louis-Aimé
Maillart’s opéra comique Les dragons de Villars (The Hermit’s Bell), but it did not generate
much of a response. 10 January 1893 saw the premiere of Johann Strauss’s operetta
Flrstin Ninetta (Princess Ninetta), which was given seventy-five repeat performances in
spite of negative reviews concerning the libretto and the music. After a week-long break,
there followed on Easter Sunday, 2 April 1893, the premiere of Prodana nevésta, which
created a sharp contrast of quality in comparison with the Strauss operetta and showed
that the ensemble’s soloists were capable of performing at a higher level than they were
able to demonstrate in the previous production. As far as the main roles are concerned,
the casts for the Strauss operetta and the Smetana opera were virtually identical.

Prodana nevésta at the Theater an der Wien

There is some history behind the alternating performers listed for the role of Mafrenka/
Marie (Lily Lejo and Toni Diglas). Lily Lejo has been identified in most of the literature

32) Die Presse, 24 Aug. 1893, p. 11; Montags-Zeitung der Extrapost, 28 Aug. 1893, p. 4; Musikalisches
Wochenblatt, 31 Aug. 1893, p. 7; Die Lyra, 1 Sept. 1893, together with a breakdown of the programme of the
cycle, listing the dates and works performed.

33) Fremden-Blatt, 2 April 1893, p. 6.
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as the first German-language Marenka,
but she did not sing the premiere. When
the real first Viennese Marenka has been
mentioned at all, only her name is given,
because almost nothing else is known
aboutthe woman who saved the premiere.
The critics had written enthusiastically
about the dress rehearsal, but afterwards
Lily Lejo became ill, and the premiere
was endangered. She was replaced by
the inexperienced Toni Diglas, who had
learned the role (today she would be
described as a “cover”), but she had
apparently sung at only one orchestral
rehearsal, and she did not attempt to
sing Marenka’s big aria in Act Ill. Her
performance was received kindly; only
Robert Hirschfeld commented that
Miss Diglas “disturbed the impression,
because she had nothing more to offer
than a few head tones.”® She came
through admirably in the premiere, but
after the nervous tension she had been
subjected to, she also became ill. It was
then, as is well known, that Anna Vesela
was called in from Prague. The Viennese
public had already gotten to know Vesela

Eine preisgehvonte Sdjonbeit. .

Tk

Toni Diglas (1870-1962) jako ,kralovna krasy“ / Toni
Diglas (1870-1962) as a “beauty queen”

Kresba, Theo Zasche, ¢asopis Der Floh 22, 30. biezna
1890, prevzato z publikace / Drawing, Theo Zasche, in
the journal Der Floh 22, 30 March 1890, taken from the
publication: REITTEREROVA, Vlasta - REITTERER, Hu-
bert: Vier dutzend rothe Striimpfe (= Theatergeschichte
Osterreichs, Band lIl: Wien, Heft 4), Verlag der Oster-
reichischen Akademie der Wissenschaften, Wien 2004

as Marenka at the aforementioned guest performance by the Czech National Theatre in
1892. Until the two Viennese Maries recovered, the Theater an der Wien had Marenka
singing in Czech, and the press viewed the bilingual performance as a sort of artistic
response to the failure of attempts at achieving an Austrian-Czech settlement.

Who, in fact, was Toni Diglas? In March of 1890, the Viennese humor journal Der Floh
(The Flea) carried a drawing by Theo Zasch portraying the “beauty queen” Miss Toni Diglas,
who had won that award the previous year at a ceremony of the Vienna Volunteer Rescue
Worker Society (Wiener Freiwillige Rettungsgesellschaft).3® Antonia Franziska Diglas was
born on 19 November 1870 as the daughter of an innkeeper, whose establishment “Zur
blauen Flasche” (At the Blue Bottle) was one of the oldest pubs in suburban Vienna;
Johann Strauss Sr. had even performed concerts there. Antonia Diglas studied singing at
the Vienna Conservatory, and in 1889 she was engaged as a member of the ensemble
of the Theater am Gartnerplatz in Munich. Two years later, she returned to Vienna, where

34) Die Presse, 5 April 1893, p. 2.
35) Der Floh, 30 March 1890, title page.
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she played such roles at the Carlstheater as a herdswoman in Hans von Zois’s one-act
operetta Der Jakobiner and other minor roles, along with Venus in Offenbach’s Orpheus
in the Underworld. Regrets occasionally surfaced that she did not receive greater
opportunities, and that “we hear her lovely voice so rarely”.3¢ In the autumn of 1892, she
became a soloist at the Theater an der Wien. “If only the theatre would not fail to make
a priority of casting her more often,” wrote an apparent fan of hers.3” Although she had
rescued the premiere of Prodana nevésta, Toni Diglas remained in the shadow of Lily Lejo.
She continued to alternate with Lejo as Marenka, but the prediction that she would catch
on in the world of Viennese theatre did not come true. The next season, she was cast in
several episodic roles, then at the Theater an der Wien for the last time on 21 January
1894 as Mirzl in Karl Milldcker’'s operetta Das verwunschene Schloss (The Enchanted
Castle). She married the Viennese merchant Rudolf Eduard Cuny-Pierron, and she even
became a cause for jealously of the writer Arthur Schnitzler, who complained in his diary
about a certain rival “P”, who first ruined his relationship with the actress Maria Glimer
and then seduced Toni Diglas.®® Antonia Cuny-Pierron outlived her husband by forty years
and died on 15 December 1962 at a retirement home in Vienna-Lainz.

The Marenka of the first cast, Lily Lejo (her real name was Cacilie Breyer, 1865-1953),
came from Krizevci, Croatia. While she was not the first to sing the role of Marenka
on a German-language stage, she was unquestionably deserving of credit for the
opera’s success, and the role was of such importance for her personally that she even
celebrated the fiftieth anniversary of the Viennese premiere as her own personal jubilee.
She commemorated this on a picture postcard sent on 18 September 1943 to the editor
of the newspaper Weltblatt Robert Brosel, and she signed it as “Your inopportune bride Lily
Lejo”.3° Among the roles for which she was admired were Adele in Die Fledermaus and Safi
in Der Zigeunerbaron. In 1894 she was engaged at the Teatro lirico in Milan, where she
enjoyed success as Nedda in Pagliacci. Two years later, she returned to Vienna, this time
to the Court Opera, where she sang, among other things, Marenka in two performances.
In her later career, she again changed her Fach, and her farewell to the stage was as Elsa
in Lohengrin at the Royal Opera in Budapest.

At the Theater an der Wien, Jenik/Hans was sung by Karl Streitmann (1858-1937),
a Viennese native who got his start as an actor. He made his debut in the role of Hamlet
in Pressburg, and he returned to his native city after stays in Berlin and Sigmaringen
(where he played roles including Shakespeare’s Shylock). Franz Jauner engaged him at
the Carltheater, where he began singing operetta roles. As a singer, he worked his way
up to the Provincial German Theatre (Estates Theatre) in Prague, where he was engaged

36) Deutsches Volksblatt, 24 April 1892, p. 7.
37) Deutsches Volksblatt, 6 Nov. 1892, p. 12.

38) WELZIG, Werner (ed.): Arthur Schnitzler: Tagebuch 1879-1892, Verlag der Osterreichischen Akademie der
Wissenschaften, Wien 1987, WELZIG, Werner (ed.): Tagebuch 1893-1902, Verlag der Osterreichischen Akade-
mie der Wissenschaften, Wien, 1989. See the volume Gesamtverzeichnisse 1879-1931, Verlag der Osterreichi-
schen Akademie der Wissenschaften, Wien 2000.

39) Wiener Stadt- und Landesbibliothek, Handschriftensammlung, I.N. 205.935.
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from 1882 to 1885; he made his debut as Spinola in Strauss’s Der lustige Krieg (The
Merry War), and he sang Janicki in Millécker's Der Bettelstudent (The Beggar Student),
but he also sang Manrico in Il trovatore, Don José in Carmen, and Hoffmann in Les contes
d’Hoffmann. At the Theater an der Wien, he was one of the most popular tenors in the era
of classical Viennese operetta. He also sang Vojtéch (Conrad) in the Viennese premiere
of Vilém Blodek’s one-act opera V studni (Im Brunnen - In the Well), which became the
second Czech opera on that stage at its premiere on 7 September 1894.4°

Alternating in the role of Jenik was the Prague native Julius Spielmann (1866-1920),
who got his start in 1885 in the chorus of the National Theatre in Prague, where he was
discovered by the executive director of the German theatre Angelo Neumann. Spielmann
passed through theatres in Ceska Lipa, Pilsen, Teplice, Graz, Berlin, and Stettin, and from
1893 to 1895 he was an ensemble member at the Theater an der Wien, then in 1895
Bernhard Pollini engaged his services for Hamburg. He returned to Vienna a year later,
where he sang Wagner roles at the Court Opera (David, Loge, Mime), and he went through
a number of engagements and roles in operetta and opera.

The Theater an der Wien found itself in an awkward situation for casting the role of
Kecal, because Vienna could still remember Vilém HeS'’s performance at the International
Musical and Theatrical Exhibition. HeS’s approach to the role served as a model for the
Viennese bass, the Brno native Hans Pokorny (1860-1937). He, too, got his start as
an actor, then he switched to operetta, and until 1891 he was an ensemble member of
the Theater an der Wien, which would invite him as a guest for the role of Kecal from his
next place of employment in Danzig (Gdansk). After six weeks, the role was taken over by
Jakob Pohl (Pollak, 1850-1926), who came from Prostéjov and was originally to
have become a rabbi. In 1871 he made his debut in Pressburg (Bratislava) as Silva in
Verdi's Ernani. Later, he also worked at the Theater an der Wien as a stage director.

The singer originally sought for the role of Esmeralda was Gusti (Auguste) Moser
(1871- 1918),** born in Zatec, engaged from 1889 at the Theater an der Wien for
soubrette roles, and later a member of the Hofburgtheater. The first Viennese Esmeralda,
however, turned out to be the Vienna native Therese Biedermann (1864-1942), who
had been engaged in Brno and Graz before coming to the Theater an der Wien. Katinka
(Ludmila) was sung by Johanna Frey (1867-1907) from Klagenfurt. She made her debut
singing operetta in Salzburg, and from 1903 she was a member of the New German
Theatre in Prague. Bertha Stein (1860-7?), who sang the role of Agnes (Hata), came from
Prague, and she made her debut in Brno as Amneris in Aida. She, too, took part in the
Vienna premiere of Blodek’s opera V studni (Veruna/Liese), and she made several guest
appearances at Prague’s German theatre.

The preserved performance material from the Theater an der Wien*?> documents the
number of rehearsals, which took place from 11 to 30 March, with two dress rehearsals.
From the material, one can deduce the originally intended casting of singers and the

40) REITTEREROVA - REITTERER - VELEK (op. cit).
41) See the quote at the beginning from Fremden-Blatt, 2 April 1893, p. 6.
42) Osterreichische Nationalbibliothek, Musiksammlung, Fonds 116 TW 608/N, 1-4.
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persons singing the main roles at individual performances. It also clearly shows that Toni
Diglas had been cast from the beginning as an alternate in the role of Marenka. Of the
preserved vocal parts, the one that belonged to Karl Lindau (whose real surname was
Gemperle, 1853-1934), the performer of the role Principal, is especially informative.
Lindau was Viennese, and like Karl Streitmann and Hans Pokorny, he got his start as an
actor. He made his debut in 1870 in Graz in the title role of Schiller’'s Don Carlos, but he
turned himself into a superb comic actor. His lively, vivid acting at the Theatre an der Wien
made him a favorite with the public.

The solo parts were taken from the vocal score of the opera issued by the publisher
Bote & Bock. Lindau, however, ignored the musical notation, and he rewrote his recitative
on a separate sheet. Instead of musical notation, he used letters indicating the relevant
notes. As a mnemonic aid for the phrasing, he wrote down only chord symbols for the
orchestral accompaniment.

d cH#b# b# a E®

Und Komddie wird gespielt

d c# b#

Uberall, nicht im Theater

a E E f#

nur manchmal besser

noch und tduschender im Leben aber nicht

so heiter harmlos und leicht wie

bei uns.

Eduard Lunzer (18437 - 1913), who played the role of Indian also learned his part
from a separate sheet, but it had been calligraphically copied (unlike Lindau’s) by the
theatre’s copyist. Lunzer also gained experience on stage at Prague’s German theatre. He
came from Rusovce (formerly Karlsburg) in Slovakia, made his debut in Nitra, worked in
Karlovy Vary and Pilsen, and passed through Baden and Vienna before coming to Prague,
where he was one of the popular performers of roles in farces by Johann Nestroy. He was
a member of the Theater an der Wien for fifteen years. A comparison of the handwritten
text of his role with the printed libretto or the vocal score shows a number of deviations, on
the basis of which it may be assumed that the comic stage had given up on using standard
“High German”. Reviews of the production underscored the credit due to Max Kalbeck for
refining the libretto, but it is obvious that the performers did not follow his text consistently.
Eduard Lunzer, for example, simplified Kalbeck’s rather clumsy text from: “Und Keinen
sonst, der uns den Baren spielt, besitzen wirl” to: “Und wir haben sonst Keinen, der den
Baren spielen konnte.” Lunzer also simplified the awkward wording of Kalbeck’s text in
other places, and there are changes to recitative passages of Esmeralda’s text. Vasek, for
example, says: “Was seht Ihr mich so an? Wollt Ihr mich noch etwas fragen?” instead of
Kalbeck’s: “Gelt ja, Ihr habt noch eine Frage?”, or “Die Liebe wird Euch’s lehren!” instead
of “Gar leicht lehrt Euch die Liebe, was Euch etwa fehlt.”

43) Apparently “e”. The designation of range is ambiguous; the note “e” is written every time as a capital letter.
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The number of orchestral parts in the performance material indicates the augmenting
of the orchestra that was mentioned in reviews.** There is an interesting comment from
the second clarinetist. A blank sheet inside his part contains the comment:

Neruda aus Prag. Aufgefiirht [sic] mit der [sic] Fraulein Wesely vom Bohm. National
Theater aus Prag. Den 9/4 93 im k. k. priv. Theater a/d Wien. Franz Blaha.

On 9 April 1893, Anna Vesela sang as Marenka at the Theater an der Wien for the last
time. The rather cryptic comment “Neruda aus Prag” probably refers to the cellist Alois
Neruda (1837-1899), who was working in Vienna from 1892 to 1898 mostly among the
Czech minority. Whether he was playing as a substitute in the theatre orchestra or was
merely present for the performance cannot be deduced from the comment. Franz Blaha
was not the only musician of Czech origin in the theatre orchestra, as is apparent, for
example, from the surname of the second horn player Johann Sedlaczek.

Kecal was originally to have been played by Joseph Josephi. In the end, he sang KruSina,
the role initially intended for Ferdinand Marian (whose real hame was Haschkowetz,
1859-1946). Marian’s name also appears for the role of Micha, but he did not end up
singing that role either. His chance came three years later at the Court Opera - butas Indian
(Muff). Marian made his debut in Olomouc, and he sang in Ceské Budé&jovice (where he
took his stage name), Linz, and Graz. He was engaged at the Theater an der Wien in 1890.
He probably learned the roles of Krusina and Micha, but he never performed them.*®

The first Vasek/Wenzl was supposed to have been Gustav Kaitan (also Kaitan-Stelzer or
Stelzer), born in 1871 in Znojmo. He made his debut in 1890 in Brno, he was engaged as
the first baritone [!] in Innsbruck, then from 1893 at the Theater an der Wien. His casting
as VaSek was - as was the case with Josephi - outside of his Fach, although by then he
had already begun trying to sing tenor, and after retraining in 1894, he also sang tenor
roles. He was successful mainly as a tenor buffo (Veit in Lortzing’s Undine, Eisenstein
in Die Fledermaus). From 1897 to 1899 he worked in Liberec, then in Hannover, Berlin,
Wroclaw, Graz, Ostrava, 1910-1912 in Brno (where he also taught singing), and later also
in Lucerne. The date of his death is unknown.

In the solo parts, other names appear of performers under consideration in the initial
proposals, e.g. “Mr. Wallner” for the role of Principal, “Miss Noe” for Agnes (Hata), and
Mizzi Sturm for Katinka (Ludmila). The name “Mr. Zeisl” also appears for the role of Jenik.

From the overview of soloists for the first Viennese production of Prodana nevésta, the
age of the performers at the time, the dates when their engagements began at the Theater
an der Wien, and the development of their careers, one can deduce that the theatre mostly
used newly hired, young singers. For some of them, their engagement can be understood

44) The performance material consists of a score, 42 orchestral parts, 64 choral parts, 21 solo parts, and
2 vocal scores. At the time, the orchestra of the Theater an der Wien had 42 members (Neuer Theateralmanach,
1893, p. 498), corresponding to the number of parts, but we can assume the usual practice of two string players
always playing from one part. The chorus was clearly reinforced: according to the Theateralmanach, the chorus
of the Theater an der Wien had 44 members, so the performance material contained 20 extra parts.

45) His son Ferdinand Marian (1902-1946), a stage and film actor, later notoriously performed the title role
in the Nazi propaganda film Jud SuR.
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in direct connection with the plan to perform Smetana’s opera. The overview also shows
that although the plan of the theater’'s management to create a second Viennese opera
stage*® was not fully realized, many of the performers went on to have careers in the field
of opera (Johanna Frey, Joseph Josephi, Gustav Kaitan, Lily Lejo, Ferdinand Marian, Hans
Pokorny, Julius Spielmann, and Bertha Stein). It was, incidentally, on this stage that the
first Viennese performance of Puccini’'s La Bohéme was given in 1897.

In the autumn of 1893, the Theater an der Wien brought Prodana nevésta back into its
repertoire, and it expected - surely on the basis of Jauner’s initiative - to have Vilém HeS
as a guest in the role of Kecal. HeS, however, did not make the guest appearance, so Jakob
Pohl continued to sing the role of Kecal.*’

An overview of soloists for the first performance of Prodana nevésta in 1893 at the

Theater an der Wien

(italics indicate planned but unrealized casting)

Surname, given name, Roles Age Engaged Field
dates of birth and death from
Biedermann, Therese
(1864-1942) Esmeralda 29 1886 operetta
Diglas, Antonia .
(1870-1962) Marenka 23 1892 operetta, opera
Frey, Johanna . .
(1867-1907) Katinka/Ludmila 26 1892 operetta, opera
Josephi, Joseph ..
(1852-1920) Krusina 41 1882 operetta, opera
Kaitan, Gustav (1871-?) | VaSek 22 |1893 operetta, opera, stage
directing

Lejo, Lili (1865-1953) Marenka 28 1891 operetta, opera
Lindau, Karl (1853-1934) | Springer/Principal 40 1881 drama, operetta
Lunzer, Eduard P

' i ?
(18437-1913) Muff/Indian 517 1885 operetta, drama
Marian, Ferdinand .. p
(1859-1942) Krusina, Micha 34 1882 operetta, opera
Moser, Gusti (1871-1918) | Esmeralda 22 1889 operetta, drama
Pagin, Ferdinand . )
(1863-1945) Vasek 30 1892 operetta, film
Pohl, Jakob (1850-1926) | Kecal 42 1893 opera, stage directing

46) The Theater an der Ringstrafle (Komische Oper, later named the Ringtheater), opened in 1874, was already
intended to have represented a second opera theatre.

47)

Deusches Volksblatt, 29 Sept. 1893, p. 7; Die Presse, 29 Sept. 1893, p. 11.

Musicalia 1-2 / 2016 W 51



Vlasta Reittererova

Pokorny, Hans Kecal 33 1893 drama, operetta,
(1860-1937) (guest) opera
Reckendorf, August (?-?) | Micha ? 1893 operetta, ?

Spielmann, Julius
(1866-1920)

Stein, Bertha (1860-7?) Agnes/Hata 33 1886 operetta, opera

Streitmann, Karl P drama, operetta,
(1858-1937) Jenik 35 | 1885 opera

Sturm, Mitzi (?-?) Katinka/Ludmila ? ? operetta

Wallner, Carl
(1861-1935)

Jenik 27 1893 operetta, opera

drama,

. L -
Springer/Principal | 32 ’ stage directing

Prodana nevésta at the Court Opera

The first performance of Prodana nevésta at the Court Opera did not occur until
three years later, on 4 October 1896 (on the name day of Emperor Franz Joseph 1), after
Alexandrine von Schoénerer surrendered the performance rights held by the Theater an der
Wien.*® Once again, the need to find appropriate performers and to create a production
team proved to be of major importance, in part because a performance by the Court Opera
could not be allowed to be of a quality comparable to that seen at the suburban Theater
an der Wien. August Stoll, Fritz Schrodter, and Vilém He$ (known on German stages as
Wilhelm Hesch) were among the important singers hired for this production.

The stage director of the production August Stoll (1853-1918) was born in
Hermannstadt (Sibiu). He began as an actor and an operetta singer. In 1876 he debuted at
the Provincial German Theatre in Prague as Wilhelm Meister in Ambrois Thomas’s Mignon.
At the Court Opera in Vienna, he made his debut as Don José, and later he switched over
to heroic roles. By 1884 his name appears as a stage director, then later as the chief stage
director, and he held that position until his death.

Marenka was sung by Paula Mark (1869-1956), a native of Vienna. She got her start
in Leipzig, and from 1893 to 1897 she was a member of the Court Opera, where she sang
Nedda in the local premiere of Leoncavallo’s Pagliacci (19 November 1893) under the
composer’s baton. Her repertoire included Rosalinde in Die Fledermaus and Eva in Die
Meistersinger, indicating the width of her vocal range. After retiring from the stage, she
taught at the Academy of Music in Vienna. Later, other performers sang the role of Marenka,
including Berta Foersterova-Lautererova, who came to Vienna from Hamburg, where - like
HesS - she had been working with Gustav Mahler, who also engaged her in Vienna.

Jenik/Hans was sung by Fritz Schrodter (1855-1924), who was born in Leipzig. Like
Karl Streitmann, August Stoll, and Eduard Lunzer, he started his career at Prague’s German
theatre. First he won acclaim in operetta, then he gradually worked his way up to roles

48) A letter from Alexandrine von Schonerer to the office of the general intendant of the Court Opera dated
3. June 1896, HHStA 669/1896.
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like Canio in Pagliacci and Turiddu in
Cavalleria rusticana; he even sang
Loge in Das Rheingold. In 1900,
Schrodter’s daughter Adele became the
second wife of Vilém Hes.

The Vasek for the Court Opera
production was Anton Schittenhelm
(1846-1923), born in Mésto
Albrechtice near Krnov, so he was yet
another singer with a connection to the
Czech Lands. Schittenhelm was one of
the singers discovered by Franz Jauner,
who engaged him in 1875 at the Court
Opera, where he was one of the singers
most frequently cast in lyric and buffo
roles until his retirement in 1903.

The engagement of the bass Vilém
Hes (Tynec nad Labem 1860 - Vienna
1908) was, however, of the greatest
importance for the Court Opera and
for the success of Prodana nevésta.
He made his debut on Vienna’s leading
stage in 1895, and he was engaged

there the following year. Until his
Vilém Hgs v rolllKelcala / Vilém Hes in !:he role of Kecal premature death in 1908, he was
Fotografie neznamého autora, nedatovano / Photograph . .
by an unknown photographer, undated heavily relied upon at the Court Opera

NM-CMH-HHO F 12330 for roles in his Fach. He was the first

bass on a German-language opera
stage to have his voice recorded by a phonograph.*® The matchmaker Kecal “arranged
the union between an artist and the Court Opera”, where Kecal “remained his most
successful role. [...] HeS will be sorely missed in the ensemble; his voice was one of the
most important foundations in every sense for this theatre,” according to the obituary in
the newspaper Neue Freie Presse.’° Richard Specht wrote the following about Hes:

He might not have been a really great artist. But among the basses at Vienna’s Court
Opera - strange as it may sound - he was the first who did not just sing, but also tried
to create a character. [...] Greatness can enter the life of even a person who is not
great, if one can say of him: he was the first...”

49) CD series “Lebendige Vergangenheit” (Mono 89172, Historical Recordings 1998).
50) Initials J. K [probably Julius Korngold]: Neue Freie Presse, 4 Jan. 1908, p. 3 (evening edition).
51) SPECHT, Richard: Willy Hesch, in: Die Schaubihne 4, Nr. 5, 30 Jan. 1908, pp. 133-134.
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Also connected with Bohemia
were the general intendant of the
Court Opera Josef Freiherr von
Bezecny (1829-1904), born in
Tabor, and the executive director
Wilhelm Jahn (1835-1900), who
was born in the Moravian town
Dvorce and served from 1859 to
1864 as a conductor at the
Provincial German Theatre
(Estates Theatre) in Prague, where
he conducted, among other things,
the premiere of Wagner's Rienzi.
A number of critics also came
from Bohemia or Moravia, and in
Vienna they hailed the opera as
the work of a “nationalistic”
(vaterlandisch) composer in the
sense of provincial patriotism -
Eduard Hanslick, Robert Hirsch-

Bavikaturen-Winhkel.
Freiberr von Bejecny,

“/\.',\,_{?'z\gs_“\i) feld, Albert Kauders, Richard

Kralik von Meyerswalden, Oscar

Josef von Bezecny (1829-1904) Teuber, and Richard Wallaschek.5?
Karikatura / Caricature Only two of the many reviews

Osterreichische Nationalbibliothek, Bildarchiv,

NB 532.718 B (R) F published for the two Viennese

premieres of Prodana nevésta
could be described as negative - both were by critics with origins directly from the Czech
Lands: the Liberec native Camillo Horn (1860-1941) and August Naaf (1850-1918) from
Siroké Trebgice in the Chomutov region.
The first production of Prodana nevésta at the Court Opera ran until 12 April 1918, and
with 99 performances, it remains to this day the most successful of the nine productions
at the opera theatre on the Ringstrafe, now known as the Vienna State Opera.

52) For their biographies and careers, see REITTEREROVA - REITTERER (op. cit.).
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Wiener Hofoper
Akvarel / Watercolor, Franz Alt (1821-1914)
Albertina Wien, Inv. Nr. 28937 - pohlednice / picture postcard

AT TIEATTON AN DER WK -

Theater an der Wien
Médirytina, anonym, cca 1830 / Copper engraving, anonymous, ca. 1830
NM-CMH-MAD 101

58 W Musicalia 1-2 / 2016

Ee Y

=




