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Antonin Dvorak - operni
skladatel

MILAN POSPISIL

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

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

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

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

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

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

6 B Musicalia 1-2 / 2014



Antonin Dvorak - operni skladatel

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

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

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

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

4) Simrock a Hanslick se snazili Dvoraka ziskat pro zhudebnovani némeckych text(. Intendant Dvorni opery
ve Vidni Leopold Friedrich von Hofmann se Hanslickovym prostfednictvim Dvofaka dotazoval, zda by chtél pro
sezonu 1885 nebo 1886 zkomponovat operu na libreto Huga Wittmanna. (Viz Eduard Hanslick Antoninu Dvorakovi
3. B. 1884, in: Antonin Dvorak. Korespondence a dokumenty. Kritické vydani. Svazek 5. Korespondence prijata
1877/1884, ed. Milan Kuna, Editio Supraphon, Praha 1996, s. 443, 444.) O snahach, aby Dvorak psal opery na
némeckeé texty, sveddi i zapisky Marie Cervinkové-Riegrové, napt. 22. 2. 1883: ,0Otec [FrantiSek Ladislav Rieger]
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instrumentalniho a Dvoraka - operniho skladatele je bez prihlédnuti k této perspektivé
nepochopitelny a jeho zdlvodnovani nestejnou kvalitou obou tvarcich sfér faleSné. Stejné
jako hudebni kultura noveé se formujicich narodnich spolec¢nosti 19. stoleti nebyla poklada-
na za Uplnou, pokud postradala tvorbu hudebniho druhu povaZzovaného za nejvySSi - na-
rodni operu,’ tak teprve pfijeti Dvofakova operniho dila znamenalo jeho uznani za vyslovné
Ceského skladatele.®

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

”j’_l_él 2

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

Phabache Ueberrcts i s

—— . ——

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

métud a literarni Zanry libret - ko- g . j

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

myticka tragédie, pohadka - Dvo-

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

‘u

ANTON nvolmc

CLAVIEH-AUSZUG.

e

Alle Rechte vorbehalten

Entt SaatHall
Verlag und Eigenthum
N.SIMROCK in BERLIN.

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

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

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

20) PRY, Paul: Enthusiasts Interviewed. No. XVII. - ,Pann“ Antonin Dvorak, Sunday Times, London 10. § 1885,
s. 6. PretiSténo in: Rethinking I?vofék, ed. David R. Beveridge, Clarendon, Oxford 1996, s. 281-293. Cesky in:
DOGE, Klaus: Antonin Dvorak. Zivot - dilo - dokumenty, VySehrad, Praha 2013, s. 240-247.

Musicalia 1-2 / 2014 W 11



Milan Pospisil

a predstavit feGeno se Smetanou jako autor ,vazné“, nikoli ,lenkomysiné prace“.?* V této
snaze zaSel Dvorak pfilis daleko, nejen pokud jde o hudbu nadmiru zatéZzkanou a sloZitou
vzhledem k razu operniho pfibéhu, ale téZ vzhledem k moznostem jejiho zvladnuti oper-
nim souborem Prozatimniho divadla.? VSestranné hudebni ukaznéni, ziednoduseni a pro-
jasnéni, k némuz Dvorak dospél kolem roku 1874 nejen ve sféfe opery,” bylo nutnym
krokem jeho zrani, avSak skladatel zde plytval silami na text, ktery za nové zhudebnéni
nestal.?

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

33) Kanalyze Rusalky a k jejimu postaveni v literarnim a hudebnim kontextu fin de siécle viz HAESLER, Ludwig: Zur
psychischen Entwicklung und Dynamik in Dvoraks Rusalka, in: Antonin Dvorak 1841-1991, op. cit. v pozn. ¢. 14,
s. 171-181; CLAUDON, Francis: Rusalka et le drame symboliste européen, tamtéz, s. 123-128; GABRIELOVA,
Jarmila: Poznamky k Dvorakové opere Rusalka, in: Taz: Antonin Dvorak a soucasnici. Referaty z hudebné historického
seminare, Nadace Hudebniho festivalu Antonina Dvoraka, Pfibram 1998, s. 87-97; GALMICHE, Xavier et BANOUN,
Bernard: Le nihilisme de la passion, in: Antonin Dvorak. Rusalka. Conte lyrique en trois actes. Livret de Jaroslav
Kvapil [Program], Opéra National de Paris 2001-2002, s. 49-55; GALMICHE, Xavier: <Comme des violons qui
sanglotent» La langue de la nature comme modéle de communication infraverbale chez Jaroslav Kvapil, librettiste
de la Rusalka d’Antonin Dvorak, Hudebni véda, ro¢. 42, 2005, ¢. 3-4, s. 283-290.
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a lidové komickeé tény Certa a Kadi se v Rusalce obohacuji o pIné rozeznélou lyrickou stru-
nu. Dvorak odliSil pfirodni svét lesa, vody a jejich bytosti neobvyklymi harmonickymi a in-
strumenta¢nimi barvami od svéta lidi, charakterizovaného tradi¢nimi postupy a vystizné
rozliSeného na postavy vazné a komické. Dvorakova tviiréi osobitost se v Rusalce projevuje
ve zralé syntéze. Dvorak dosahl v orchestralni tkani Rusalky, zaloZzené na diimysiné praci
s velmi markantnimi pfiznacnymi motivy, prohloubené a zjemnélé vymluvnosti v liceni jak
atmosféry prostredi a viditelnych déjl, tak v tlumoceni vnitfnich hnuti postav. Na symfonic-
kém podkladé Dvorak pojednava libreto sice ve shodé s jeho stavbou zejména v dialozich
znacné uvolnéné, avsak v celkovém puldoryse ve zietelném ¢lenéni do obvyklych opernich
Gtvarl. V sélovych zpévech utvarenych od volné scény pres arioso k melodicky i formové
zaokrouhlenym UGtvardm jednovété (strofické a tfidilné) a dvouvété arie, dominuje citové
intenzivni a charakterové vyrazna vokalni melodika.

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

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

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

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

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

MILAN POSPISIL

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

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

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

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

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

1) ,lch wollte mich mit allen Kraften, [...] dem Opernschaffen widmen. Nicht etwa aus eitler Ruhmsucht,
sondern aus dem Grunde, weil ich die Oper auch fur die Nation fur die vortheilhafteste Schépfung halte. [...] Man
erblickt in mir den Symphoniker, und doch habe ich schon vor langen Jahren meine Gberwiegende Neigung zum
dramatischen Schaffen bewiesen.” [-al.]: Bei Meister Dvorak, Politik, Vol. 43, No. 59, 28 Feb. 1904, pp. 7-8. It
appeared in a truncated form in Die Reichswehr, No. 3612, 1 March 1904, p. 7. That version has been published
in Czech in: DOGE, Klaus: Antonin Dvorak. Zivot - dilo - dokumenty (Antonin Dvorak. Life - Works - Documents),
VySehrad, Prague 2013, pp. 251-253.
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2) ,Fur den absoluten Werth des Kunstwerkes will solcher Erfolg im czechischen Theater ungefahr so viel
bedeuten, wie das Furore einer national-ungarischen Oper in Pest.“ Ed. H.: Dvorak’s Oper ,Dimitrij“, Neue
Freie Presse, 17 Oct. 1882, No. 6517, pp. 1-3, quote on p. 3. Printed in Czech in: LUDVOVA, Jitka: Dokonaly
antiwagnerian Eduard Hanslick. Paméti / Fejetony / Kritiky / Vybor z dila (The Perfect Antiwagnerian Eduard
Hanslick. Memoirs / Essays / Reviews / Selected Works), Editio Supraphon, Prague 1992, pp. 268-273,
quote on p. 273.) The publisher Fritz Simrock expressed directly to Dvorak his disregard for the success of
the composer’s opera in a Czech theatre: “You are letting yourself be influenced too much by the joy of your
Bohemian friends, my dear friend, but consider, those are just superficial matters; only Germany has helped you,
and only Germany can and will continue to help.” (,Sie lassen sich zu sehr durch die Freude Ihrer bohmischen
Briider beeinflussen, lieber Freund! Aber bedenken Sie, daf das alles nur AuBerlichkeiten sind und daf nur
Deutschland lhnen geholfen hat und auch nur weiter helfen kann und wird.“) Fritz Simrock to Antonin Dvorak,
18 Oct. 1882, cit. from Antonin Dvorak. Korespondence a dokumenty. Kritické vydani. Svazek 5. Korespondence
prijata 1877/1884 (Antonin Dvorak. Correspondence and Documents. Critical Edition. Volume 5. Received
Correspondence 1877/1884), ed. Milan Kuna, Editio Supraphon, Prague 1996, pp. 401, 400.
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success in Vienna (The Bartered Bride and Dalibor performed by the National Theatre in
Prague at the International Music and Theatre Exhibition in 1892) as well as Janacek’s
(the production of Jentfa at the kaiserlich-konigliche Hof-Operntheater in Vienna in 1918)
opened up their path to the theatres of German-speaking countries and from there onwards
to other countries. On the other hand, the failure of The Cunning Peasant in Vienna 1885
and the relative lack of success of Dimitrij at the aforementioned international exhibition
in 1892 not only undermined international recognition of Dvorak’'s operas, but also
contributed towards spreading the opinion that Dvorak lacked ability for opera.®

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

28) Marie Cervinkova-Riegrova took inspiration from a drama by Ferdinand Bfetislav Mikovec titled Dimitr
Ivanovi&, which was in turn based on the incomplete drama Demetrius by Friedrich Schiller. See CERVINKOVA-
-RIEGROVA, Marie: Dimitrij. Kritické vydani pfipravil Jarmil Burghauser. (Operni libreta Antonina Dvoraka II.)
(Dimitrij. Critical Edition prepared by Jarmil Burghauser. [Opera Librettos of Antonin Dvorak Il.]), Statni hudebni
vydavatelstvi (State Music Publishers), Prague 1961; STICH, Alexandr: O libretu Dvorakova Dimitrije (About the
Libretto for Dvorak’s Dimitrij), Hudebni véda (Musicology), Vol. 21, 1984, No. 4, pp. 339-354.
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musical portrayal of the Christian world, shown both in a spiritual and a militant form,
and of the exoticized, colorfully depicted Orient as its antithesis, the inner feelings and
conflicts of the main characters are given shape to a significant degree through the usual
operatic means. Even in his last work for the stage, Dvorak again continues along the
original path of employing both the possibilities of music drama and of opera with self-
contained numbers, in this case with the accentuation of older formal traditions.°

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

30) See DOHRING, Sieghart: Dvoraks Armida und die spéte Grand opéra, in: Antonin Dvofak 1841-1991, op.
cit. in footnote no. 14, pp. 263-269; JUNG, Hermann: Grand opéra versus Musikdrama: Zu Antonin Dvoraks
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The determining factor for Dvofak’s late works is the close relationship between the
preference for fairytale material and the tendency towards coloristic music that appeared
in European opera at the end of the nineteenth century, just as in the case of the symphonic
poem. A period critic felt that after his symphonic poems based on Erben’s Bouquet of Folk
Legends, for Dvorak “the door is open wide for operatic creation.”® In The Devil and Kate,
in the spirit of a Czech fairytale, a vivid reminiscence of the social conflicts at a time when
serfs were compelled to work the land of their masters is combined with a supernatural
world that punishes the wicked and rewards the just. The fitting portrayal of the world of
the village in the environment of a feast at an inn and of the nobility in an abandoned
castle climaxes with a depiction of hell that is fantastically grotesque in its ambivalence
of absurdity and horror. As with The Clever Peasant, which Dvofak structured on the basis
of dance elements, again in The Devil and Kate, dance elements are an articulating and
unifying element of the stage action, based to a considerable extent on pantomime with
passages of stylized dances. For the setting of unrhymed verses to music, Dvorak found
pregnant expression through the sparing use of the elements of musical language®? while
taking advantage of several opportunities to employ the singing of arias. Dvorak’s creative
disposition for the genres of ballads and fairy tales was ideally suited for Rusalka with its
story of the unfulfilled love of a water sprite for a human, ruined as a consequence of the
impossibility of communication between the hostile, divided worlds of nature and people.3
In Rusalka, the impressionistic colorfulness of the symphonic poems based on Erben’s
Bouquet and the elements of the grotesque and of folk comedy in The Devil and Kate are

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

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

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

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

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

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

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

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

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