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Abstract: After briefly explaining what the term piano reduction means, the article deals with Smeta-
na’s piano arrangements of his own and other people’s compositions originally written for different
instrumentation and vocal parts. Arrangements of orchestral compositions for two and four pianos were
intended for pedagogical purposes. The composer arranged some of his own instrumental works for
piano four-hands alone with the goal of presenting the works through a printed edition to interested
parties at home and abroad for study and performances. Smetana placed great importance on piano
reductions for drawing the attention of the public and of other theatres to his operas. He arranged
four of them himself: Prodand nevésta (The Bartered Bride), Dalibor, Libuse, and Hubicka (The Kiss). His
piano reductions strove to transcribe the orchestral writing as faithfully as possible for piano, and they
were primarily intended for study and for public performances. For the popularisation of his operatic
music with the general public, Smetana also contributed his own arrangements of his overtures for
piano four-hands, tried to get individual arias published, and even gave consent for the publication of
medleys of his opera melodies.

Key words: Bedrich Smetana, Joseph Proksch, Jindfich Kaan z Albestt, piano reduction, piano-vocal

score, Smetana’s instrumental works and operas, ways music was disseminated in the 19" century

The 19" century brought increased production of piano reductions, which made it possible to
reproduce musical works originally intended for different, mostly larger instrumental and vocal
forces. Making compositions available for the purpose of both private and public performances
went hand-in-hand with the advancement of music printing technology and music publishing,
which facilitated the mass distribution of these products. The history of the creation and use
of piano reductions of Smetana’s operas, orchestral compositions, and chamber music could
serve as a good illustration of the functionality of this medium under the specific conditions of
musical life in the Bohemian Lands and in Prague in particular in comparison with the great
musical and publishing centres in German-speaking cities such as Vienna, Berlin, or Leipzig.
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Bedfich Smetana: Pochod k slavnosti Shakespearové (March for the Shakespeare Festival). Printed edition,
Prague, 1864, arrangement for piano four-hands, title page. NM-MBS S 217/1896. / Bed¥ich Smetana: Pochod
k slavnosti Shakespearové. Tisk, Praha, 1864, Uprava pro klavir na 4 ruce, titulni strana. NM-MBS S 217/1896.

Helmut Loos defines “[...] an adaptation of a work for forces different from those origi-
nally required for the purpose of the most faithful possible imitation of the original” as an
“arrangement’, and such an “arrangement for piano is called a ‘Klavierauszug” in German.!
The Czech expression “klavirni vytah” is a literal translation of the German word (“Auszug”
and “vytah” both mean “extract”), so it is untrue that “[...] a special word for this kind of
arrangement exists only in German; other languages lack the word”* In German music

This work was financially supported by the Ministry of Culture of the Czech Republic (DKRVO 2024-2028/22.1.b,
National Museum 00023272).

1) Loos, Helmut: Zur Klavieriibertragung von Werken fiir und mit Orchester des 19. und 20. Jahrhunderts. Miinchen:
Emil Katzbichler, 1983 (Schriften zur Musik, Band 25), p. 16: “[....] die Einrichtung eines Werkes fiir eine andere als
urspriinglich vorgesehene Besetzung im Sinne einer moglichst getreuen Nachbildung des Originals [...] Arrangement’
[...] Ein Arrangement fiir Klavier wird ‘Klavierauszug’ genannt.”

2) “Als spezieller Terminus fiir diese Art des Arrangements existiert er nur in der deutschen Sprache, andere Sprachen
haben diesen nicht.” Ibid., footnote no. 3 on p. 16.
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lexicons, the term “Clavier-Auszug” appears from 1786.° In Czech lexicography, the term
“klavirni vytah” appears in the encyclopaedia Ottiiv slovnik naucny in 1899,* but Josef
Jungmann’s dictionary Slownjk cesko-némecky has an entry that reads: “Klawjrnj [...] ke
klawjru ndleZegjcj” (pertaining to the piano) and “Wytah, weytah [...] wytaZenj ceho odkud,
i to, co wytazeno, das Ausziehen, der Auszug” (to draw something out of somewhere, or that
which is drawn out).® In 1850 in a lexicon of the arts titled Ndzvoslovi hudebniho uméni,
Jan Nepomuk Skroup gives a translation of the whole German term: “Klavierauszug wytah
na klawir”®

Piano reductions are further categorised according to whether the piano plays all of the
original notes, or whether there are separate vocal parts (as in the examples discussed in
this text) printed alongside the piano part. In German publishing practice, the distinction
between a “Klavierauszug ohne Text” and a “Klavierauszug mit Text” was not entirely
clear. In English terminology, the former type is called a “piano reduction’, while the latter
type is called a “piano-vocal score” The corresponding French expressions are “partition
piano seul” and “partition piano et chant” In Czech, the designation was “klavirni vytah
se zpévem” or “se zpévy’, meaning “piano reduction with voice(s)” In the text that follows,
“piano reduction” means both a reproduction/arrangement of an orchestral composition for
piano, and a vocal score with a piano reduction of the composition’s orchestral component.’

3) Wilke, Johann Georg: Musikalisches Handwarterbuch [...]. Weimar: Carl Ludolf Hoffmanns seel. Wittwe und
Erben, 1786, pp. 26—27. Information drawn from Loos, Zur Klavieriibertragung, op. cit., p. 20.

4) Ottuv slovnik naucny. Illustrovand encyklopaedie obecnych védomosti. Prague: J. Otto, 1899, vol. 14. Kartel — Kraj, p. 327.
5) Slownjk cesko-némecky Josefa Jungmanna. Prague: Pomocj Ceského Museum. W knjzecj arcibiskupské knih-
tiskarné, u Josefy wdowy Fetterlowé, fjzenjm Vaclawa §pinky, 1835-1839, vol. 2. K-0, 1836, p. 61, vol. 5. W—7,
1839, p. 366.

6) SKROUP, Jan Nepomuk: Nazwoslowi hudebniho uméni, Casopis ceského museum, vol. 24,1850, no. 2 supple-
ment, pp. 126, here p. 1. Cf. STEDRON, Milo$ — SLOSAR, Dugan: Déjiny ceské hudebni terminologie. Brno: Ma-
sarykova univerzita, 2004. Retrieved from https://digilib.phil.muni.cz/handle/n222.digilib/103654 [accessed
16 Apr. 2025].

7) Medleys of opera melodies called potpourris (from the French word pot-pourri, also used in German)
can also be categorised as piano reductions because they involve the reduction of the vocal and orchestral
components for piano, with the difference that instead of substituting for the whole work, they contain only
selections. Original music by the arranger apart from the selections is limited to the necessary linking together
of excerpts. This differentiates operatic medleys from other popularisations of operatic music by means of
autonomous compositions with technical and aesthetic demands ranging variously from pieces for amateurs
of average ability to music for concert pianists and from music for use in the home to works for the concert
stage (variations, reminiscences, fantasias, paraphrases, dances, marches etc.), which are not the subject of
this discussion. — Concerning the terminology, history, and function of piano reductions in the 19* century,
besides the work of H. Loos (LOOS, Zur Klavieriibertragung, op. cit.), also cf. VEIT, Joachim — ZIEGLER, Frank:
Webers Klavierausziige als Quellen fiir die Partituredition von Biihnenwerken? Mit einem Exkurs zur Geschichte
des Klavierauszugs, in: Musikedition. Mittler zwischen Wissenschaft und musikalischer Praxis, ed. Helga Liihning,
Tiibingen: Max Niemeyer Verlag, 2002 (Beihefte zu editio, Band 17), pp. 119-163; Jenseits der Biihne. Bearbei-
tungs- und Rezeptionsformen der Oper im 19. und 20. Jahrhundert. Symposiumsbericht der IMS-Konferenz Ziirich
2007, ed. Hans-Joachim Hinrichsen — Klaus Pietschmann, Kassel: Barenreiter, 2007 (Schweizer Beitrage zur
Musikforschung, Band 15) and LOOS, Helmut: Zur Terminologie der Klavierbearbeitung im19. Jahrhundert, in:
Klavierbearbeitung im 19. Jahrhundert. Bericht iiber das Symposion am 23. November 2012 in Kéln, ed. Birgit Sporl,
Mainz etc.: Schott, 2016 (Schumann Forschungen, Band 15), pp. 15—22.
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Arrangements of orchestral compositions for multiple pianos

An important function of piano reductions of orchestral compositions was to make the
works accessible to the public and to musicians not only for public performances in places
that did not have the conditions for a good orchestral performance or where there was no
orchestra, but also to satisfy the great interest of the public in becoming familiar with this
music. That purpose also contributed to the advancement of four-hand piano playing, by
which richer and more faithful transcriptions of more complex writing could be achieved
with less severe demands for pianistic skill than a comparably comprehensive transcription
of an original work into a version for piano with a single player. Representing an extreme
case of the transcribing of orchestral compositions for multiple pianists are piano ensemble
arrangements modelled after Johann Bernhard Logier’s group piano instruction method as
implemented in Prague by Joseph Proksch, for example. Proksch’s pupil Smetana adopted
that method from him, fostered it, and demonstrated it publicly at his musical institute
in the 1850s in Prague and later in Sweden.® Smetana arranged several works by other
composers for two or four pianos and four or eight players, such as Beethoven’s Coriolan
and Mendelssohn’s overture Die Hebriden (Fingalshihle).® For an ensemble of eight players
on four pianos played four-hands, Smetana also transcribed the overture to Tannhduser,"
which was then a new item in the repertory of the Estates Theatre. The Prague premiere
of Tannhduser on 23 November 1854 was the very first performance of a Wagner opera in
that city, and Smetana’s arrangement of the overture was already performed on 25 March
of the following year at his school’s first soirée.!* When Proksch later asked Smetana to

8) For information about Smetana’s compositions, see: CECHOVA, Olga-— FO]TfKOVA, Jana: Bedrich Smetana.
Inventdr fondu S 217. Typescript, National Museum — Czech Museum of Music — music archive department, Prague
1984; BERKOVEC, Jifi: Tematicky katalog skladeb Bedficha Smetany. Typescript, Prague 1999 (hereinafter JB).
9) SMETANA, Bedrich: Ouverture | Coriolan | I Part. | Zum Erstenmale gespielt den 28 Miirz 1852 von 4 weibl[ichen]
und 4 manlichen Zoglingen der 2t Abtheil[un]g | in der 3t Soirée (Institut, Wassergasse N 696). (JB 42:4). 2 pfte a
4 ms. Autograph, National Museum — Bedrich Smetana Museum (hereinafter NM—MBS), S 217/1388. Only the
first and second piano parts have been preserved. The arrangement was performed by eight male and female
pupils at the 3rd soirée of Smetana’s institute in Prague on 28 Mar. 1852 — SMETANA, Bedfrich: Ouverture |
Fingalshéhle | von | Mendelssohn | I Piano (JB 42:9). 2 pfte a 4 ms. Autograph, 2 volumes, NM-MBS, S 217/1391.
The arrangement was performed at the first soirée of Smetana’s institute on 6 Apr. 1856.

10) SMETANA, Bedfich: Richard Wagner: Tannhduser, ouvertura. (JB 42:8). 4 pfte a 4 ms.

1) Smetana’s arrangements and their performances enjoyed critical acclaim. Cf. V. [=Ulm, Franz]: Musik,
Bohemia, vol. 28, 31 Mar. 1855, no. 78, p. 390, Beilage: “[...] als Leiter seines Lehrinstitutes legte Hr. Smetana in
den 4 Fastensoiréen eminente Proben seiner pidagogischen Fihigkeit ab. Schon in der Individualitdt der Zoglinge
angepafSten Programe, die Wahl der Componisten, das kiinstlerische Arrangement der Ensemblestiicke, und die
Pricision des Vortrags bewiesen, dafS wir es mit Schiilern einer Anstalt zu thun haben, welche ihr Ziel auf rationell
gegriindetem Wege verfolgt ohne die Fanfaren gleifSnerischen Humbugs und seiner kecken Larmtrommeten.” / “[...]
as the head of his educational institute, Mr Smetana presented excellent demonstrations of his pedagogical abilities
on four evenings during Lent. Already the adapting of the programming to the individuality of the pupils, the choice of
composers, the artistic arrangements of ensemble compositions, and the precision of the performances demonstrated
that we are dealing with pupils of an institution that is pursuing its goal along a rationally based path, without the
fanfare of hypocritical, noisily trumpeted humbug.”
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Bedfich Smetana: Prodand nevésta (The Bartered Bride). Autograph, 1869 [?], piano-vocal score, title page.
NM-MBS S 217/1197. / Bedfich Smetana: Prodand nevésta. Autograf, 1869 [?], klavirni vytah se zpévy, titulni
strana. NM-MBS S 217/1197.

lend him the arrangement for a public performance at his own institute in Prague, Smetana
described the arrangement to him in a letter from Sweden as follows:

“[...] Iwould also take the liberty of noting that I have transcribed this work from the score
faithfully and with all due care in imitating the orchestral parts in a manner calculated
to achieve the same orchestral effect. I ask therefore that all the instructions found therein
be followed. Parts 1 and 2 are the string section, and parts 3 and 4 play the winds. I would
point out that in the latter parts 3 and 4, it might be better (at least in accordance with my
experience) to have the famous, or if you prefer, infamous violin figuration accompanying
the chorale theme of the trombones in the finale played divided, as is done in parts 1 and
2. I have always found this to be more natural, more playable, and more effective than the
first way I arranged it, which is more difficult, especially with respect to keeping the beat.”

There then follow detailed instructions about what to copy and how, concluding with
the comment: “Copying the whole thing will be absolutely necessary because my parts have
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become illegible from the many corrections, and they are quite worn from frequent use”.**

The autograph and the copy of the arrangement are now lost, but what Smetana writes
here implies the basic nature of arrangements for such forces, and also the fact that there
were routine performances of ensemble playing with the clear purpose of replacing or-
chestral writing with the sound of the piano covering the parts as fully as possible. While
Liszt’s arrangements made along the same lines, such as his transcriptions of Beethoven’s
symphonies for piano two-hands or of the same work, the overture to Tannhduser, were
only accessible to virtuosos, here the sixteen hands of lesser virtuosos were joined to a
relatively comparable effect.’

From among his own compositions, Smetana arranged the Scherzo from his Triumfdlni
symfonie (Triumphal Symphony) for four pianos and eight players.'* The arrangement was
first heard in Prague on 20 April 1856 at the third soirée of Smetana’s music institute and
again at a performance of his pupils in Gothenburg (Go6teborg) in 1858. Smetana then sent

12) From Bedfich Smetana to Josef Proksch, g Sep. 1858. Autograph, National Museum — Historical Museum
— National Museum Archives, Bohuslav Dusek Collection, inv. no. 909. Reprinted in: Bedfich Smetana. Kore-
spondence / Correspondence I1840—1862, ed. Olga MojziSovd — Milan Pospisil, Prague: KLP & Narodni muzeum,
2016, pp. 100-104, here p.101: “[...] so erlaube ich mir noch zu bemerken, dafS ich dieses Werk aus der Partitur getreu,
und mit aller Sorgfalt der Nachahmung aller Orchesterstimmen mit Berechnung auf denselben orchestralen Effekt
gearbeitet habe. Ich bitte daher alle die Anmerkungen, die sich darin vorfinden, anwenden zu lassen. Partie 1 und 2
sind das Streichquartett, mit einzelnen Ausnahmen, 3 und 4 die Bldser. Auf die letzteren Partien 3 und 4 mache ich
aufmerksam, dafS es (wenigstens nach meiner Erfahrung) besser sein diirfte, im Finale die bekannte oder wenn man
will beriichtigte Violinfiguration zu dem Choralthema der Posaunen so spielen zu lassen, wie es die beiden Partien 1
und 2 vertheilt haben. Ich fand sie immer natiirlicher, spielbarer und effektvoller als meine erste Art des Arrangements,
welche schwieriger namentlich in taktischer Beziehung ist. [...] Die Kopirung des Ganzen wird unumginglich nothwen-
dig sein, da meine Noten durch manche Korrektur unleserlich und durch vielen Gebrauch ziemlich abgeniitzt sind.—
13) The purpose of Liszt’s arrangements of orchestral compositions for piano was the same: by means of
arrangements, to disseminate works that would remain almost or entirely unknown because of the difficulty
of putting together an orchestra. However, unlike in earlier piano arrangements of large-scale vocal and
instrumental compositions (for one player), which Liszt criticised as impoverished and monotonously empty,
indicating a lack of trust in the piano’s capabilities, Liszt attributed primacy to the piano in the hierarchy of
musicalinstruments and, thanks to its harmonic power, the ability to summarise and encapsulate the entire art
of music within itself. Liszt called his conception a “piano score” (partition de piano) to emphasise the inten-
tion of following the orchestra step by step, leaving it no advantage over the piano apart from power and tone
colour. Cf. LISZT, Franz: Lettre d’un bachelier és-musique. III. A M. Adolphe Pictet, Revue et gazette musicale
de Paris, vol. 5,11 Feb. 1838, no. 6, pp. 57-62, reprinted in: LISZT, Franz. Pages romantiques, ed. Jean Chantvoine,
Paris: Félix Alcan — Leipzig: Breitkopf et Hartel, 1912, pp. 128—145. — Concerning Liszt’s piano transcriptions
in general, cf. ALTENBURG, Detlef: Liszt Kosmos Klavier. Die Partitions de piano, Opernbearbeitungen und
Liedtranskriptionen und ihre Bedeutung fiir die Klaviertechnik sowie den Klavierbau des 19. Jahrhunderts,
in: Klavierbearbeitung im 19. Jahrhundert, op. cit., pp. 101-113; and Franz Liszt. Paraphrasen, Transkriptionen und
Bearbeitungen. Referate des Symposiums Oberschiitzen 2011, ed. Klaus Aringer, Sinzig: Studio Verlag 2017 (Musik
und Musikanschauung im19. Jahrhundert, Band 18). Concerning Liszt’s piano arrangement of the overture to
Tannhdauser, cf. KINZLER, Hartmuth: Searle 442 — mehr als ein schwierig zu spielender Klavierauszug? Liszts
Bearbeitung der Tannhduser-Ouvertiire. Anmerkung zur Klavier- und Satztechnik, in: Franz Liszt. Paraphrasen,
Transkriptionen und Bearbeitungen, op. cit., pp. 29—72.

14) SMETANA, Bedrich: Scherzo | aus der Triumph-Sinfonie | von Friedr. Smetana | fiir 4 Piano’s arrangirt | von
demselben | I Piano (JB 1:59). 4 pfte & 4 ms. Autograph, undated, 4 vols., Archive of the City of Pilsen, Music
Collection, inv. no. H 4325, shelf mark HU 393/23.
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it to Proksch in Prague for a perfor-
mance at his institute:

“I have not yet had time to arrange
the whole symphony, although I would
very much like to do so. On the occa-
sion of the Prague performance, you
expressed yourself so favourably that
I might be excused for the audacity
with which I am enclosing the scher-
zo. Otherwise, the arrangement is the
same this time [meaning like that of
Tannhduser): 1 and 2 are the violins
[actually the whole string section],
and 3 and 4 are the winds'> Smetana
never continued with arranging the
whole symphony. Proksch arranged
its finale for the same forces and sent
it to Smetana in Gothenburg, where
it was likewise performed in 1860.'
From among his orchestral compo-
sitions, Smetana also transcribed
Richard III for four pianos and eight
players."”

Using Proksch’s and Smetana’s
music schools as examples, one could
perhaps say that the practice of piano
ensemble playing existed in Europe in
the 19" century for a certain period of
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Bedfich Smetana: Libuse. Printed edition, Praha 1875, arrange-
ment of the overture for piano four-hands, cover. NM-MBS S 217
(old shelf mark CC 1/155, inv. no. R 185). / Bedfich Smetana:
Libuse. Tisk, Praha 187s, dprava predehry pro klavir na 4 ruce,
obdlka. NM—-MBS S 217 (stara sign. CC 1/155, inv. ¢. R185).

time, but it was limited to large music education institutions, and the need for repertoire

was covered by their own pedagogues. The arranged compositions were disseminated in

copies. I am not aware of such arrangements having been issued in print. They seem to have

remained just a special form of piano transcription of orchestral compositions, the quantity

of which cannot be compared with the number of arrangements for piano four-hands.

15) From Bedfich Smetana to Josef Proksch, g Sep. 1858: “Ich habe bis jetzt noch keine Zeit gefunden, die ganze
Sinfonie zu arrengiren, so sehr ich es wiinschte. — Sie haben sich bei Gelegenheit der Prager Auffiihrung so giinstig
iiber dieselbe ausgesprochen, dafs mir meine Freiheit jetzt, wenn ich das Scherzo beigelegt, wohl entschuldigt werden
kann. Ubrigens ist das Arrangement dasselbe: 1und 2 sind Violinen, 3 und 4 Bliiser.” Bedfich Smetana. Korespondence

/ Correspondence I, op. cit., p. 102.

16) PROKSCH, Joseph: Finale | aus der Triumph-Sinfonie | op. 6 | von | Fr. Smetana | arrangirt fiir 4 Pianos von Jos.
Proksch. | ite Abtheilung. | Parthie A. (JB 1:59). 4 pfte a 4 ms. Autograph, undated, 4 vols., NM-MBS, S 217/1231.
17) SMETANA, Bedrich: Richard III*% | von | Fr. Smetana.| Op. 11.| Clavier.| Arangement vom Componisten. | 12
Partie. (JB 1:70). 4 pfte a 4 ms. Manuscript, copy, undated, 4 vols., NM-MBS, S 217/1445/a—d.

72  Musicalia 1—2 / 2025



Smetana’s Piano Reductions and How He Used Them

Smetana’s arrangements of his own compositions for piano four-hands

From the 1860s, Smetana realised all further arrangements of his instrumental compositions
exclusively for piano four-hands with the goal of the public dissemination of works through
printed editions. During his lifetime, Smetana published all of his own arrangements of
his instrumental compositions for piano four-hands. These were Pochod k slavnosti Shake-
spearové (March for the Shakespeare Festival),'® the overtures to the operas The Bartered
Bride" and Libuse,” the String Quartet in E minor “From My Life”*" and the complete
cycle Md vlast (My Country).? Despite Liszt’s intervention in the publication of Smetana’s
Op. 1, Six morceaux caractéristiques in Leipzig by Kistner, Smetana was unsuccessful in his
efforts to establish long-term contacts with certain foreign publishers. With the exception
of the final years of his life, when his friends Ludevit Prochazka and Josef Srb succeeded at
awakening the interest of the publishers Hugo Pohl in Hamburg and Bote & Bock in Berlin,
Smetana had to rely on Prague publishers. From among the Czech publishers, Urbanek had
only just begun publishing music at the time of the printed editions of Smetana’s works.

18) SMETANA, Bedfich: Pochod Skakespearén [?] | tistén u Wetzlera. (JB 1:90). Pfte a 4 ms. Autograph, undated,
NM-MBS, S 217/1244. — SMETANA, Bedrich: Pochod k slavnostnimu privodu Besedou uméleckou usporddanému
na den oslaveni 300 leté pamdtky Shakespearova narozeni dne 23. dubna 1864. Slozil a pro piano na 4 ruce upravil
[...]- Dilo 20. [...]. Prague: Schalek & Wetzler, [1864]. Title also in French.

19) SMETANA, Bedfich: Ouverture. | Prodand nevésta. | komickd zpévohra ve trech jedndnich. | od K. Sabiny. | Hud-
bu slozil Bedrich Smetana | Die verkaufte Braut | Oper in 3 Aufziigen | von K. Sabina. | Musik von Friedr. Smetana.
(JB1:100). Pfte a 4 ms. Autograph, undated, NM-MBS, S 217/1198. — SMETANA, Bedrich: Ouvertura ku komické
zpévohre “Prodand nevésta”|...]. Pro piano na 4 ruce upravil skladatel. Prague: Matice hudebni — Dr. Ed. Gregr
a Ferd. Dattel, [1872]. Title also in French.

20) SMETANA, Bedfich: [Libuse.] Libusin soud, sniatek a proroctvi. Zpévohra ve trech jedndnich | Libretto od Jos.
Wenziga, slozil Bedfich Smetana. (JB 1:102). Autograph, dated 10 Oct. 1874, NM—MBS, S 217/1207. The original
title is written on p.10f the second end sheet. In the autograph, fol. 1is missing, so there is not title. I Oddéleni
| Libusin soud [p. 3] || Uvod. [p. 4]. Pfte 3 4 ms. — SMETANA, Bedfich: Pfedehra k velké ndrodni zpévohre Libuse
slozil [...]. Pro 4 ruce usporddal skladatel sim. Prague: Em. Stary, [1875]. Title also in French.

21) SMETANA, Bedfich: Z mého Zivota.| Quartetto pour 2 Violons, Viola et Violoncello | par | Frederic Smetana |
arrengée pour le Piano a quatre mains | par | le compositeur meme. (JB 1:105). Pfte a 4 ms. Autograph, NM—-MBS,
S 217/1275. — SMETANA, Bedfich: Z meho zivota QUATUOR pro smyccové ndstroje sloZil [...]. Vyddni pro piano na
4 ruce. Prague: Fr. A. Urbanek, [1880].

22) SMETANA, Bedfich: Md vlast. Cyklus symfonickych bdsni (JB 1:112). I. Vysehrad. | Symfonickd bdser pro velky
orchestr sloZil | Bedfich Smetana. | Klavirni vytah 4rucni od skladatele. Pfte a 4 ms. Autograph, dated 18 Jul. 1875,
NM-MBS, S 217/ 1249; II. Vltava. Pfte a 4 ms. Autograph, dated 17 Dec. 1875, NM—MBS, S 217/1257; II. Sdrka.
Pfte a 4 ms. Autograph, dated 17 Nov. 1875, NM—-MBS, S 217/1253; IV. Z Ceskych luhi a hdji. Pfte a 4 ms. Auto-
graph, dated 12 Dec. 1875, NM—=MBS, S 217/1255; Vlast | V. Tdbor | Symfonickd bdse#i. | Ctyfrucni klavirni vytah pro
klavir | upravil | skladatel Bedfich Smetana. Pfte a 4 ms. Autograph, dated 18 Mar. 1879, NM-MBS, S 217/1257;
Vlast. | VI. Blanik.| Symfonickd bdsefi pro velky orchestr | sloZil BedF. Smetana. Pfte & 4 ms. Autograph, dated 4 Apr.
1879, NM-MBS, S 217/1260. — SMETANA, Bedrich: Vysehrad. Symfonickd bdsen pro velky orchestr. “Md Vlast™
¢. 1. Upravena pro piano na 4 ruce. Prague: Fr. A. Urbanek, [1879]; Vltava. Symfonickd bdsen pro velky orchestr.
“Md Vlast” ¢. 2. Upravena pro piano na 4 ruce. Prague: Fr. A. Urbanek, [1879]; Sdrka. Symfonickd bdsefi pro velky
orchestr. “Md Vlast” ¢. 3. Upravena pro piano na 4 ruce. Prague: Fr. A. Urbanek, [1880]; Z Ceskych luhiv a hdjiw.
Symfonickd bdsen pro velky orchestr. “Md Vlast™ ¢. 4. Upravena pro piano na 4 ruce. Prague: Fr. A. Urbanek, [1880];
Tdbor. Symfonickd bdsen pro velky orchestr. “Md Vlast™ ¢. 5. Upravena pro piano na 4 ruce. Prague: Fr. A. Urbanek,
[1880]; Blanik. Symfonickd bdseri pro velky orchestr. “Md Vlast” ¢. 6. Upravena pro piano na 4 ruce. Prague: Fr. A.
Urbanek, [1880]. Title also in German.
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B.Smefany

e

Symfonicka based pro velky orcheste Symphonische Dichtung fir grofses Orchester

M@ Viast/&.6. ,MeinVaterland'N26.

‘Upravena pro pianona 4 ruce.  Arrangement fiir Piano zu 4 Handen
 V3echna préva vyhrazena, 1 Alle Rechte vorbehalten.
Nakladatel Verlag von
FR. A. URBANEK,
knihkupec ; Buchhédndler
vPRAZE. N PRAG.
Ve Vidni: : o Lipsku:
Rud. Lechnen, E. Heitmann,
in Wien: % in Leipzls;

Lkt Tngplmana &\‘(\\Q\m}m\a\&\».

Bedfich Smetana: Blanik. Printed edition, Prague 1880, arrangement for piano four-hands, title page. NM—
MBS, acquisition no. 13/2001. / Bedfich Smetana: Blanik. Tisk, Praha 1880, Uprava pro klavir na 4 ruce, titulni
strana. NM-MBS, p¥. ¢.13/2001.
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Especially at the beginning, Urbanek had very limited possibilities in comparison with
German companies. Writing from Hamburg, Prochazka urged Smetana:
“I cannot tell you how sorry I am that you did not give your symphonic poems to some
bigger publisher in Germany; they would have become instantly famous throughout the
music world, while this way they will remain buried because our [Czech] publishers
have no connections. Can you not give even the scores to a different publisher to have
another print run? After all, Urb[anek] is not capable of issuing them. Send me a piano

arrangement as soon as possible—I also wish it was for two pianos’*

Orchestral compositions in piano arrangements were commonly disseminated not only
to the public, but also among the composers themselves. For example, Liszt gave Smetana
not the scores of his symphonic poems, but rather their arrangements for two pianos. Be-
fore having seen The Bartered Bride in Prague with Smetana conducting at the Provisional
Theatre, Hans Biilow joined with Smetana in playing (at sight) his overture arranged for
piano four-hands as well as the March for the Shakespeare Festival.**

For Smetana, familiarising the public with his own orchestral compositions through
arrangements for piano four-hands was especially important because their performing
in private circles for invited guests and before the public at large was easier than getting
them performed at an orchestral concert. For example, Ludevit Prochdzka performed in-
dividual symphonic poems from My Country at his matinée concerts in Prague (1875) and
in Hamburg (1880). When the Tdbor Music Society (Hudebni spolek v Tébore) informed
Smetana: “[...] Out of everything on the programme, all of our public is looking forward the
most, naturally, to ‘Vysehrad, which I suppose will be performed this time outside of Prague
in the Czech countryside with a full orchestra for the first time;|...];*® we must understand
this to mean that the rural public already knew the work from a piano performance. We
have direct documentation of the effectiveness of the piano reduction of Vysehrad as pro-
motional material from the visit of Camille Saint-Saéns to Prague: “He listened intently to
the sounds of Smetana’s quartet ‘From My Life’ and to the symphonic poem ‘Vysehrad’ played
by Mr Kovarovic and Mr Chvdla in an arrangement for piano four-hands, following the
performance with such sincere interest that he himself turned pages for the players.”*® Then

23) From Ludevit Prochdzka to Bedfich Smetana, 21 Feb. 1880. Autograph, NM-MBS, S 217/809. Reprinted
in: LOWENBACH, Jan: Bedfich Smetana a Dr Ludevit Prochdzka. Vzdjemnd korrespondence. Prague: Uméleckd
beseda, 1904, pp. 33—34, here p. 34.

24) Cf. the entry in Smetana’s diary in October 1872: “On the 234 [Biilow] visited me and played arrangements for
piano four-hands with me of the Shakespeare March and the Overture from ‘The Bartered Bride’ etc.” Autograph,
in: Kalenddr Koruny ¢eské na prestupny rok 1872, Prague: Ed. Grégr, [1871], NM=MBS, S 217/1m2.

25) Cf. the letter from Frantisek Bayer to Bedfich Smetana, 13 Dec. 1881. Autograph, NM-MBS, S 217/549.

26) -u-: Drobné zprdvy. Saint-Saéns v Praze, Dalibor, vol. 4, 1 Feb. 1882, no. 4, pp. 2930, here p. 30.
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when a French concert organiser invited Smetana to supervise rehearsals of Vysehrad and
to conduct the first performance, he referred explicitly to Saint-Saéns’s recommendation.”
I shall discuss only briefly the virtuosic transcriptions of the symphonic poems of My
Country because they were written not by Smetana, but by Jindrich Kaan z Albestt. He first
arranged Vitava (The Moldau) and dedicated it to Smetana. Because Smetana’s reply represents
a rare reaction to an arrangement of his music made by someone else, it is worth quoting:
“Specifically, one must take note of the spirited handling of piano technique, demonstrating
that it was the hands of a virtuoso that were capable of writing something of the kind. In
turn, performing it also demands the hands of a master; after all, it is for a master that
the work is intended, so one cannot ask that certain passages of too great a difficulty for
pianists of ordinary skill be simplified or made more accessible, and this would not even
be necessary; it is enough to add ossia, just as you have done.
For my part, I would wish only one place be made easier, namely the ‘Dance Music of
the Villagers’ in G major on pages 11 and 12, so the simplicity of its execution would
differ more from the virtuosic context surrounding it on all sides. Chords for all of the
player’s fingers and the wide handspan make the music difficult for smaller hands to play
comfortably, and execution could easily turn out as ponderous, monotonous pounding.
Iwas very pleased by your insightful piano writing, and your mastery of the task can be

seen on every page.”™

Evidently, there were more than a few pianists with the technical mastery that Kaan
required, and demand in public concert life clearly continued even into the 20% century,
as is shown by the repeated issuing of Kaan’s transcriptions of My Country.

27) Cf. the letter from Alfred Bruneau to Bedfich Smetana, 11 Dec. 1883: “Monsieur Saint-Saéns a bien voulu nous
indiquer: Vytcherad, poéme symphonique dont I’éxécution nous demeure ainsi acquise. Au nom des Fondateurs de ['union,
je Vous demande la permission de vous en remercier apres en avoir remercié M. Saint-Saéns—.”/ “Mr Saint-Saéns was kind
enough to suggest to us: Vysehrad, a symphonic poem, the performance of which is thus secured for us. On behalf of the
Founders of the Union, I ask your permission to thank you for it, after having expressed our thanks to Mr. Saint-Saéns.” Au-
tograph, Literary Archive of the Memorial of National Literature, Museum of Czech Literature, Josef Srb-Debrnov
Collection, archive set no. 1575. Czech translation (reprinted in: Dramatické uméni a hudba. + Smetaniiv “Vyse-
hrad” v Parizi, Ndrodni listy, vol. 23, 28 Dec. 1883, no. 308, p. [3]) is factually inaccurate.

28) From Bedfich Smetana to Jindfich Kaan, 18 Dec. 1881. Autograph, NM—MBS, S 217/251. “[...] Namentlich ist
die schwungvolle Art der Behandlung der Klaviertechnik hervorzuheben, und beweist, dafS es Virtuosenhinde waren,
die solches schreiben konnten. — Die Ausfiihrung fordert natiirlich wieder nur Meisterhdnde, denn dazu ist das Werk be-
stimmt, daher kann man nicht verlangen, daf§ manche gar zu schwierige Stellen fiir Clavierspieler allgemeinen Schlags
erleichtert oder ermdglicht wiirden, und es war durchaus nothwendig; ein ossia hinzu zu fiigen, wie Sie es gethan haben.
Ich fiir meinen Theil wiirde nur eine Stelle leichter wiinschen, ndmlich die ,Tanzmusik der Landleute® G Dur pag 11, 12,
damit die Auffithrung durch ihre Einfachheit mehr absteche von der virtuosen Umgebung rings herum. Die Vollgriefig-
keit und grofSe Spannung der Hiinde hindert kleinere Heinde an der leichteren Ausfiihrung, und die Wiedergabe konnte
leicht in schwerfdlliges monotones Hacken ausarten.

Ihre geistreiche Klavierbehandlung hat mich sehr gefreut, und man sieht auf jeder Seite den Beherrscher seiner Auf-
gabe.” — KAAN z Albest, Jind¥ich: A Monsieur B. Smetana. | Vltava | Symfonickd bdses | slozil | B. Smetana | Pro
koncertni prednes | na piano pro 2 ruce | upravil | Henri de Kdan. Prague: Fr. A. Urbdnek, [1881]. Title also in French.
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Smetana’s piano reductions of his operas

Let us now examine the piano reductions of Smetana’s operas. First of all, I would
point out the purpose of opera piano reductions in practice during the period. In the 19
century, they were not essential for producing operas as has been the case from the 20%
century until today. Soloists and singers in the opera chorus learned their roles from “part
books’, i.e. handwritten vocal lines of the role in question copied from the score with no
accompaniment whatsoever. The choirmaster would have at his disposal a choral score.
The conductor accompanied the singers at the piano, playing from the score. Given the
great frequency of operatic premieres in the seasons of Italian opera companies of the 19*
century, for example, as well as at Prague’s Provisional Theatre, there was no time to copy
out a piano reduction on top of all the copying of vocal and orchestral parts. Naturally,
it depended on how a particular composer went about writing his music. Karel Sebor’s
piano drafts, which the composer later orchestrated, represented almost complete piano
reductions that could be used for rehearsals.?” Smetana’s sketches were unusable for this
purpose. Smetana himself worked with the manuscript score, as was done later by the
exclusive conductor of his operas at the Provisional Theatre and at the National Theatre,
Adolf Cech.* However, a piano reduction was very necessary for other theatres or foreign
publishers to become familiar with an opera. Smetana was actually compelled by circum-
stances to make piano reductions of his own operas. He would have had to pay for making
a piano reduction out of his own pocket, and for possible publishers, printing something
like that was very expensive and quite risky. This was the case not only in Prague, but also
in Germany because the composer was not well known abroad, and his operas were being
performed so far only in Czech in Prague. Smetana made piano reductions of four operas:

29) Cf. e.g. SEBOR, Karel: Templdfi na Moravé | Historicko-romantickd opera ve trech | jedndnich. | Text od Karla
Sabiny. | Hudba od | [...]. Piano reduction, autograph, dated 8 Feb. 1865, Brno, Moravské zemské muzeum,
Department of the History of Music, sign. A 21.504a—c. — At the end of the 19" century, composers some-
times notated a piano reduction of the orchestral part on the bottom margin of the pages of an opera score;
cf. e.g. BENDL, Karel: Dité Tdbora. | Velkd tragickd opera ve 3. jedndnich. | Libretto cenou pocténé | sepsala | Eliska
Krdsnohorskd. | Hudbu sloZil | Karel Bendl.| Partitura. Jedndni 1%, Autograph, 3 vols., date of completion Oct.
1888, Prague, National Theatre, music archive H 238/P1 I-III.

30) The question of rehearsing with singers from the score or from a piano reduction is even the subject mat-
ter of a message written anonymously to warn Smetana against gossip supposedly being spread about him
by his conducting competitor Cech. Cf. the letter from an anonymous sender (Ein Freund) to Bed¥ich Smetana
[early 1874]2: “[...] und die Hauptsache von Partitur Spiele hat er [Smetana] gar keinen Dunst, die leichteste Num-
mer trifft er nicht, in der ganzen Stadt miissen Clavirausziige gesucht werden, damit er bei den Clavierproben den
Solisten begleiten kann, denn sobald er aus der Partitur spielen will, jagen ihn die Solisten vom Clavier weg, weil er
ihnen ganz andere Sachen vorkikst [...]” / “[...] and the main thing is that he [Smetana] has not got even the slight-
est idea of playing from the score; he cannot play even the easiest numbet, so he has to search all over town for piano
reductions to be able to accompany soloists at the piano in rehearsals because the moment he begins to play from the
score, soloists chase him away from the piano because he confuses them by playing something completely different
from what is written [...]”. Autograph, NM-MBS, S 217/1067. Reprinted in: Bedrich Smetana. Korespondence /
Correspondence I11863-1874, ed. Olga MojziSova et al. Prague: Narodni muzeum & KLP, 2020, pp. 470-471.
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The Bartered Bride,** Dalibor,** Libuse, and The Kiss.** A piano reduction of The Bartered
Bride was needed for the planned first foreign performance in Paris. Although Smetana was
unafraid to entrust his autographs to the postal service at other times, for Paris he had the
piano reduction and score copied at his own expense. That later turned out to have been
a prudent choice because all of the material was lost in France, and it still has not been
found.* The publisher Hudebni matice chose the piano reduction of The Bartered Bride
as its very first printed edition to launch its music publishing activities.* The printing of
another opera— The Kiss—was halted because of financial constraints, so a spontaneous
patron, the lawyer Jan Strakaty, had to abandon the idea. Meanwhile, several years were
lost before Urbanek took over and completed the edition.*”

The lack of not only printed, but also manuscript piano reductions hindered the satis-
fying of demand for performing excerpts from Smetana’s operas in Bohemia and Moravia.
Organisers had to have their own piano reductions made from the scores, as in the cases of
Branibotiv Cechdch (The Brandenburgers in Bohemia) or Dvé vdovy (The Two Widows).*
Smetana tried to help with this at least somewhat by publishing excerpts from his operas.
For example, Premysl’s aria from Libuse* and the quartet from The Two Widows* were
published in the music supplement to the journal Dalibor. When someone brought the
opera Tajemstvi (The Secret) to the attention of the conductor of Vienna’s Ringtheater Felix

31) SMETANA, Bedrich: Prodand nevésta | komickd zpévohra ve trech jedndnich. | Slova od K. Sabiny. | Hudbu slozil
| Bedrich Smetana. | (La fiancée vendue.) | Die verkaufte Braut. | Komische Oper in 3 Akten. | Text von K. Sabina.
Musik von Friedr. Smetana. | (Deutsche Ubersetzung von E. Ziingl ). (JB 1:100). Autograph, undated, NM—MBS,
S 217/197.

32) SMETANA, Bedfich: Dalibor. JedndniI. Autograph, undated, no title page, NM—MBS, S 217/1204. (JB 1:1071).
33) SMETANA, Bedrich: [ Libuse.]. See footnote no. 20. — SMETANA, Bedfich: Libusa. Slavnostni zpévohra ve 3
jedndnich. Na slova J. Wenziga. Hudbu sloZil [...] Klavirni vytah se zpévy upravil skladatel. Prague: Matice hudebni
— Fr. A. Urbanek, [1881]. Title also in French.

34) SMETANA, Bedfich: Hubicka | Der Kuss | Prostondrodni zpévohra ve dvou jedndnich. | Nationaloper in zwei
Akten | Dle povidky | Das Libretto Nach der Erzdhlung | Karoliny Svétlé | von Karolina Svétld | od | bearbeitet von |
Elisky Krdsnohorské. | EL. Krdsnohorskd | Hudbu slozil | Komponiert von | Bedfich Smetana. | Fiedrich Smetana | Die
deutsche Ubersetzung | von | J. S. Debrnov. Autograph, undated, NM—-MBS, S 217/1215 (JB 1:104).

35) Cf. Bedfich Smetana. Korespondence / Correspondence I, op. cit., pp. 262—264 and 284—28s5.

36) SMETANA, Bedfich: Prodand nevésta. Komickd zpévohra ve 3 jedndnich dle libreta K. S. slozil [...]. Klavirni
vytah se zpévy upravil skladatel. Prague: Matice hudebni, [1872]. — The publisher Hudebni matice proposed
to Smetana the conditions for publication in February 1872, and the piano reduction was issued that year at
the end of September. It does not, however, present the opera in its definitive version because it lacks the
recitatives although Smetana had already composed them in the summer of 1870 for the opera’s performance
in Saint Petersburg, and The Bartered Bride had been performed at the Provisional Theatre with the recitatives
for the first time on 25 September 1870.

37) SMETANA, Bedfich: Hubicka. Prostondrodni opera. [...]. Prague: Fr. A. Urbanek, [1880]. Title also in German.
38) Cf. the correspondence between Rudolf Thurn-Taxis on behalf of the choral society Vlastimila in Kroméfiz
and Smetana in 1878, reprinted in: Bedfich Smetana. Korespondence / Correspondence III 1875-1879, ed. Olga
MojziSovd et al. Prague: Narodni muzeum & KLP, 2023, pp. 458—459 and 465—468.

39) SMETANA, Bedfich: Zpév Premysla z vlastenecké zpévohry “Libuse” od [...] (I. jedn., IIL. vystup). Prague: Em.
Stary. It was issued as the 1t supplement to the journal Dalibor, vol. 2, 23 Jan. 1874, no. 4.

40) SMETANA, Bedrich: Ctverozpév z komické opery “Dvé vdovy” I. Jedndni, vystup VIL od [...] pro piano upravil J.
Jirdnek. It was issued as the 7" supplement to the journal Dalibor, vol. 2, 25 Jul. 1874, no. 30.
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Mottl, he asked Smetana for a piano reduction, but none existed.* The usual standard for
foreign composers of publishing a piano reduction at the same time as the premiere of a new
opera was satisfied only in the case of Libuse, but that was a matter of great prestige for the
publisher Urbanek because it was connected with the opening of the National Theatre in
Prague.” Usually, only individual solo numbers would first be published after the premiere,
such as the lullaby from The Kiss,* Blazenka’s aria from The Secret,** or loosely connected
series of duets and solo arias from The Brandenburgers, Dalibor, The Kiss, and The Secret.*®

Smetana was also not opposed to the publication of operatic medleys because he was
well aware of how important they were for popularisation. He even arranged one medley
himself of a work that mattered especially to him, giving it the title Motivy z opery Dalibor
(Motifs from the Opera Dalibor).* Smetana was also willing to continue along those lines:
“Later, once I am done, I could arrange all kinds of things. For example, a medley of all of
my operas—in an easy style for piano, or all of the dances from my operas. etc.”,*” but this
plan, like many others, was never realised because of Smetana’s worsening illness. Smetana
gave publishers permission to issue medleys from his operas (something that also meant
some financial gain), and he took interest in the result, as we see from his comments on
Josef Lowe’s arrangement of a medley from The Kiss: “The Medley from ‘The Kiss’ arranged
by J. Lowe completely satisfies the requirements for such things; it is not difficult to play,
yet it sounds full; the linking together of melodic passages from the opera are also skilful

apart from a few minor errors: [...]"*

However, he spoke out against Urbdnek’s intention
of publishing a medley for the premiere of Certova sténa (The Devil's Wall): “But as far
as a similar arrangement of the new opera “The Devil's Wall’ is concerned, there are major

obstacles to doing that. It has not yet been performed, so who can in good conscience decide

41) Cf. the correspondence between Felix Mottl and Smetana from the turn of 1878/1879, reprinted in: Bedfich
Smetana. Korespondence / Correspondence III, op. cit., pp. 455, 468—470, and 520.

42) SMETANA, Bedrich: Libusa. Slavnostni zpévohra ve 3 jedndnich. Na slova J. Wenziga. Hudbu sloZil [...] Klavirni
vytah se zpévy upravil skladatel. Prague: Matice hudebni — Fr. A. Urbanek, [1881].

43) SMETANA, Bedrich: Ukolébavka z prostondrodni zpévohry “Hubicka”. Prague: Dr. Ed. Gregr a Ferd. Dattel
(Tisk Em. Stary a spol.), [1876].

44) SMETANA, Bedfich: Zpév Blazenky ze zpévohry “Tajemstvi” slozil [...]. Privod klavirni upravil Adolf Cech.
Prague: Dr. Eduard Grégr a Ferd. Dattel, (Tisk Em. Stary a spol.), [1878].

45) SMETANA, Bedfich: Zpévy z oper s privodem piana. I. Milostny dvojzpév z opery “Branibofi v Cechdch”
(II. jedndni, 6. vystup.). Prague: Fr. A. Urbanek, [1880]; II. Milostny dvojzpév z opery “Dalibor” (II. jednani.
1. vystup), ibid. [1880]; I11. Milostny dvojzpév z opery “Dalibor” (II. jedndni, 2. proména.), ibid. [1881]; IV. Ukolébav-
ka z opery “Hubicka” (I. jedndni, 7. vystup.), ibid. [1885]; V. Arie a dvojzpév Lukdse a Tomse z opery “Hubicka™
(II. jedndni, 2. a 3. vystup), ibid. [1885]; VI. Arie Barcina z opery “Hubicka” (II. jedndni, 7. vystup), ibid. [1885];
VII. Zpév Blazenky z opery “Tajemstvi”, (III. jedndni, 1. vystup.), ibid. [s. a.].

46) SMETANA, Bedfrich: Motivy z opery “Dalibor” slozil [...]. II. Prague: Em. Stary. It was issued as the 2™ sup-
plement to the journal Dalibor, vol. 1, 7 Feb. 1873, no. 6. Titles also in German.

47) From Bedrich Smetana to Emanuel Stary, 23 Feb. 1877. Autograph, Museo Teatrale alla Scala, CA 5334,
14900bis. Reprinted in: Bedrich Smetana. Korespondence / Correspondence III, op. cit., pp. 271/272, here p. 272.
48) From Bedfich Smetana to FrantiSek Augustin Urbanek, 10 Aug. 1882. Autograph, NM-MBS, S 217/494.
Reprinted in: Dalibor, vol. 8, 21 Sep. 1886, no. 35, p. 343.
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Bedfich Smetana: Duetto ze zpévohry ,,Branibofi v Cechdch®. (Duetto from the opera “The Brandenburgers in
Bohemia®). Autograph, 1879, arrangement for voice and piano. NM-MBS S 217/n1g1. / Bedfich Smetana: Duetto
ze zpévohry ,,Branibofi v Cechdch®. Autograf, 1879, Uprava pro zpév a klavir. NM-MBS S 217/1191.

with certainty about the beauty of this or that passage just by reading the score? The opera is
a manuscript. Who would buy the whole opera for printing once it had already been issued
just as a medley without words? It is another matter after the first three performances, when
the public and critics have singled out one passage or another for praise. That is the guide
for choosing the numbers in such a piano medley.”*

It seems characteristic of the provincial conditions in Bohemia that even given the modest out-
put of operatic medleys, in Smetana’s case a quarrel arose between two Prague publishers (Stary
and Jana Hoffmanna vdova) over the right to publish a medley from T#e Secret.*® The medley
was ultimately published, but Smetana did not live to see the publication of the piano reduction

49) Ibid.

50) Cf. the related correspondence between Smetana, Adolf Cech, Karel Knittl, and the publisher Jana
Hoffmanna vdova at the turn of 1878/1879 in: Bedfich Smetana. Korespondence / Correspondence III, op. cit.,
PP. 451-454, 471-472, 474-475.
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that Karel Knittl wanted to make, which was planned at the same time.*" Incidentally, The
Bartered Bride also suffered from disputes over publishing rights because Hudebni matice
did not want to permit the publication of excerpts from the opera by a different publisher.
Similarly, the Berlin publisher Bote & Bock barred its competitors from publishing excerpts
from The Two Widows.>* After the success of Prague’s National Theatre at the International
Exhibition of Music and Drama in Vienna in 1892 (especially with the operas The Bartered
Bride and Dalibor), foreign publishers began issuing Smetana’s operas in large numbers of
widely varied arrangements, including collections of Smetana’s opera overtures that also
contained the introduction to The Devil’s Wall and the intermezzo from Dalibor known as
“Zdenkos Traum” (ZdenéK’s dream, although it is Dalibor who is dreaming in the opera);
The Two Widows was always omitted because Bote & Bock owned the publishing rights.*

Smetana made piano reductions of his operas for performing, as we see to have been
the case with his piano reductions of instrumental compositions. This can be seen from
the arrangements of overtures for piano four-hands; it would not have made sense for any
purpose other than private or public performances.** His piano reductions are stylised with
the goal of substituting for the fabric of orchestral parts as faithfully as possible, and they
are therefore difficult to play. Smetana did not regard performing whole operas or excerpts
with piano merely as a necessary substitute for an orchestra that was unavailable; he even
preferred such performances under certain circumstances to playing with orchestral ac-
companiment, as we see in the following response to a request for copying of certain parts
of The Kiss for a public performance: “And as far as performing numbers with orchestra is
concerned, I must admit that I like rural performances better when they are sung with piano
accompaniment. Even the very best rural orchestras have the great fault that they are not
accustomed to accompanying singers, and each individual player likes to hear himself and
is unable to defer to the whole ensemble. I know this from my own experience.”® Smetana
expressed himself clearly about the purpose of piano-vocal scores:

51) Smés z komické zpévohry Tajemstvi Bedficha Smetany pro pianoforte upravil K. Knittl. Prague: Jana Hoffmanna
vdova, [1879]. Title also in German. — SMETANA, Bedfich: Tajemstvi. Komickd zpévohra o 3 déjstvich. Na slova Elisky
Krdsnohorskeé sloZil [...]. Klavirai vytah se zpévy upravil Karel Stecker. Prague: Umélecka Beseda, [1892].

52) The executive director of the Municipal Theatre in Hamburg, Bernhard Pollini, who produced The Two
Widows there in 1881, sold the performance and publishing rights to the opera to the publisher Bote & Bock.
Cf. the letters from Eduard Bote — Gustav Bock to Bedfich Smetana, 18 Jan. 1881, and from Bernhard Pollini to
Bedrich Smetana, 11 Feb. 1882. Autographs, NM-MBS, S 217/983 and 798.

53) Cf. e.g. SMETANA, Bedfich: Ouvertiiren von Fr. Smetana fiir Klavier zu vier Hinden revidiert und herausgegeben
von Josef V. von Wass. 1. Die verkaufte Braut — Prodand neveésta. 2. Libussa — LibusSa. 3. Der Kufs — Hubicka 4. Das Ge-
heimnis — Tajemstvi 5. Dalibor (Entr’acte) 6. Die Teufelsmauer — Certova sténa. Vienna: Universal Edition, [s. a.].
54) For public performances, Smetana also made a four-hand piano arrangement of the orchestral part of the
cantata Ceskd pisei (Czech Song, JB 1:1m) for the Prague choral society Hlahol. Cf. Smetana’s letter to the choir-
master of the Pilsen Hlahol chapter Matéj Slezak dated 20 Feb. 1880. Autograph, Archive of the City of Pilsen,
Matéj Slezak collection, shelf mark LP 28/38, inv. no. 2546. — The manuscript of the piano reduction is lost.

55) From Bedfich Smetana to Eugen Miroslav Rutte, 8 Dec. 1876. Owners of the autograph unknown, reprint-
ed in: Bedfich Smetana. Korespondence / Correspondence III, op. cit., pp. 256—257, here p. 257.
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“Because you have complained that our operas do not get heard in the countryside, I would
also take the liberty of drawing attention to the best way to help you gentlemen in rural places
who love music and to help us composers. We composers suffer the most from the fact that our
compositions are not published in print. Gentlemen, try to get together some voices from here
or there in the countryside by calling upon music publishers in Prague for piano reductions of
operas already being performed, and everyone would receive justice and assistance.

So far, only two operas have been issued in print: “The Bartered Bride’ and ‘In the Well’;*®

the rest await publication in print. Then you would certainly be able to perform individual
scenes and acts, if not whole operas, as has been done here or there in rural places with
“The Bartered Bride! — Of my operas “The Two Widows, “The Kiss’ and “The Secret’ could
be performed very well in such a manner. And likewise operas by others.

If there is no demand for piano reductions of operas, no publisher will want to print an
opera. Believe me, all of us Czech composers would be very grateful to that person who
first pushes for our compositions to be published in print and to be issued worldwide.”

It was not until the very end of Smetana’s life, with the opera Dalibor, that his wish was
fulfilled that piano reductions be published to help with subscriptions. The publication of
the piano reduction was realised at the initiative of the Association of Admirers of Bedrich
Smetana (Druzstvo ctitel Bedficha Smetany), which had been founded for that purpose
under the auspices of the Artists’ Society (Uméleckd beseda) at the beginning of 1884 It was
joined by all of the important figures of Czech musical life, such as the composers Karel Bend],
Antonin Dvorék, Zdenék Fibich, and Josef Foerster.”® The piano reduction was intended as a
surprise gift for Smetana’s sixtieth birthday, and the association’s committee kept its prepara-
tion secret from Smetana, but it also “entrusted V. J. Novotny with the correction of the archaic
text” without Smetana’s permission.” Because of success with subscriptions, the originally
planned print run of 500 copies was increased to 700. The short deadline, Smetana’s birthday on
2 March 1884, was not met in part because of the labour-intensive corrections made with the
participation of Mofic Anger, Zdenék Fibich, Otakar Hostinsky, and Vaclav Vladimir Zeleny.
Nonetheless, the delay of just one month until 6 April of that year is indicative of the incredi-
ble productivity of everyone involved, including the postal service (the plates were engraved

56) Besides for The Bartered Bride (1872) and for Vilém Blodek’s opera V studni (In the Well, 1878), a piano
reduction was also published for Bendl’s Lejla (1874).

57) From Bedfich Smetana to Antonin Navratil, 19 Dec. 1878. Autograph, NM—MBS, S 217/266. Reprinted in:
Bedrich Smetana. Korespondence / Correspondence III, op. cit., pp. 456—458, here p. 457—-458.

58) Cf. ZELENY, Viclav Vladimir: Zprava jednatelskd DruZstva Ctitelti Bedficha Smetany, Dalibor, vol. 6,
7Jun. 1884, no. 21, pp. [201]-204.

59) Ibid., p. [203]. Vaclav Juda Novotny continued with rewriting the libretto, and later for the first production
of Dalibor at the National Theatre in 1886, he made changes to the whole work with radical cuts to Act III. In
his version, Dalibor became an opera in the repertoire of Czech theatres, and in that form it also found its way
to Austrian and German opera stages. Cf. WENZIG, Josef: Dalibor. Opera o tfech jedndnich. Slova od [...]. Hudba
od Bedficha Smetany. Nové, opravené vyddni praciJ. V. Novotného. Prague: Fr. A. Urbanek, 1887.
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Jindfich Kaan z Albesti: Vitava (The Moldau). Printed edition, Prague
post at the Provisional Theat- 1881, piano. NM-CMH XI A 167. / Jind¥ich Kaan z Albesti: Vitava. Tisk,

re, he wanted to busy himself Praha188s, klavir. NM-CMH XI A167.

arranging a piano reduction

of his latest opera The Two Widows. He asked the theatre to return the score to him if the
opera would not be performed for a longer period of time because he wanted to begin
arranging a piano reduction of it. Apparently, the talkative conductor Cech brought the
score to Smetana, telling him that they would not be performing not only this opera,
but also Smetana’s other operas so the theatre’s management would not have to pay him
royalties. Smetana passed this on to the editor of the journal Dalibor Ludevit Prochazka,
and that led to a series of polemics, which ultimately led Dalibor to publish something of
a retraction, and Prochdzka had to step down from his position as editor. In any case, the
reticence of Smetana scholars to discuss this affair was entirely misplaced. Moreover, the
facts essentially proved Smetana right. The executive director Jan Nepomuk Mayr quickly

60) SMETANA, Bedfich: Dalibor. Zpévohra o trech jedndnich. Slova napsal Josef Wenzig. Hudbu slozil [....]. Klavirni
uprava skladatelova. Prague: Druzstvo ctitelti Bedficha Smetany, 1884.
61) HORAK, Vladimir: Frantisek Pivoda pévecky pedagog. Brno: Universita J. E. Purkyné, 1970, pp. 151-181.
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had The Two Widows performed once to demonstrate that management was not boyco-
tting Smetana, but that was as far as it went. The next performance of The Two Widows in
Smetana’s new version did not take place until almost four years later in 1878.%

As far as the attitude of musicology towards this part of Smetana’s oeuvre is concerned,
i.e. towards his piano reductions, it must be said that the field owes this music a debt. While
Frantisek Barto$’s revisions of the operatic piano reductions meet the requirements of
a critical edition,® none of the piano reductions of instrumental works apart from Vitava®
have yet appeared in a critical edition.

Address: PhDr. Milan Pospisil, CSc., Nadace pro déjiny kultury ve stredni Evropé / Association for
Central European Cultural Studies, U Tresriovky 8, 180 oo Praha 8, Czech Republic
E-mail: pospisil.milan.phdr@seznam.cz

62) Cf. the related correspondence in: Bedrich Smetana. Korespondence / Correspondence II, op. cit., pp. 576—594.
63) Cf. SMETANA, Bedfich: Hubicka. Prostondrodni opera o dvou jedndnich. Slova podle povidky Karoliny Svétlé
napsala Eliska Krdsnohorskd. Klavirni vytah skladateliiv (Rev. Frant. Bartos). Prague: Hudebni matice Umélecké
besedy, 1949; SMETANA, BedFich: Dalibor. Opera ve tiech jedndnich. Libreto napsal Josef Wenzig. Cesky text
Ervin Spindler. Klavirai vytah upravil skladatel (Rev. Frantisek Bartos). Prague: Hudebni matice, ™g50; SMETA-
NA, Bedrich: Prodand nevésta. Komickd zpévohra ve 3 jedndnich. Slova napsal Karel Sabina. Klavirni uprava sk-
ladatelova. Predehru pro klavir na 2 ruce upravil Jindfich Kaan. Podle piivodnich pramenti revidoval Frantisek Bar-
tos. [Prague]: Ndrodni hudebni vydavatelstvi Orbis, 1951; SMETANA, Bedich: Libuse. Slavnostni zpévohra ve 3
jedndnich na slova Josefa Wenziga. Klavirni vytah se zpévy upravil skladatel. Podle pivodnich prament revidoval
Frantisek Bartos. Prague: Statni nakladatelstvi krasné literatury, hudby a uméni, 1956.

64) SMETANA, Bedrich: Vltava | Die Moldau pro klavir na Ctyfi ruce | for Piano Duet | fiir Klavier zu vier Hinden.
K vyddni pfipravil | Edited by | Herausgegeben von Hugh Macdonald. Predmluvu napsala | With a preface by | Mit
einem Vorwort von Olga MojZisovd. Urtext. Kassel etc.: Barenreiter, 2014.
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Devatenacté stoleti prineslo expanzi klavirnich vytahd, které umoznovaly reprodukovat
hudebni dila urcena pavodné pro jiné, hlavne vétsi obsazeni nastrojt a hlast. Prenos skladeb
za Gcelem soukromého, ale i verejného provadéni Sel ruku v ruce s rozvinutim techniky
nototisku a hudebniho nakladatelstvi, coz umoznilo masové rozsireni této produkce. Historie
vzniku a pasobnosti klavirnich vytahtt Smetanovych opernich, orchestralnich a komornich
skladeb by mohla dobfe ilustrovat funk¢nost tohoto média ve specifickych podminkach
hudebniho Zivota ceskych zemi, jmenovité Prahy, v porovnani s velkymi hudebnimi a vy-
davatelskymi centry v némeckojazycné oblasti, napt. Vidni, Berlinem nebo Lipskem.
Helmut Loos vymezuje ,[...] uzpisobeni dila pro jiné nez piivodné urcené obsazeni ve
smyslu co nejvérnejsiho napodobeni origindlu” jako ,aranzmd* a takové ,aranzmad pro kla-
vir se nazyvd ,Klavierauszug‘“! Cesky vyraz ,klavirni vytah“ je pieklad némeckého nazvu
aneni tedy pravda, ze ,[...] specidlni termin pro tento druh aranzZmd existuje jen v némcine,
jiné jazyky ho nemaji“? V némeckych hudebnich slovnicich se termin ,Clavier-Auszug”
vyskytuje od roku 1786.3 V ceské lexikografii se ,klavirni vytah“ objevuje v Ottoveé slovniku
naucném v roce 1899.* Ale uz Slownjk cesko-némecky Josefa Jungmanna ma hesla ,Klawjrnj
[...] ke klawjru ndlezegjcj“ a , Wytah, weytah [...] wytaZenj ceho odkud, i to, co wytazeno, das

Predlozena prace vznikla za finan¢ni podpory Ministerstva kultury v ramci institucionalniho financovani
dlouhodobého koncepcniho rozvoje vyzkumné organizace Narodni muzeum (DKRVO 2024-2028/22.1.b,
00023272).

1) LOOS, Helmut: Zur Klavieriibertragung von Werken fiir und mit Orchester des 19. und 20. Jahrhunderts. Miinchen:
Emil Katzbichler, 1983 (Schriften zur Musik, Band 25), s. 16: ,[...] die Einrichtung eines Werkes fiir eine andere als
urspriinglich vorgesehene Besetzung im Sinne einer maglichst getreuen Nachbildung des Originals [...] ,Arrange-
ment* [...] Ein Arrangement fiir Klavier wird ,Klavierauszug* genannt.”

2) ,, Als spezieller Terminus fiir diese Art des Arrangements existiert er nur in der deutschen Sprache, andere Sprachen
haben diesen nicht.“ Tamtéz, pozn. 3 nas. 16.

3) WILKE, Johann Georg: Musikalisches Handworterbuch [...]. Weimar: Carl Ludolf Hoffmanns seel. Wittwe und
Erben, 1786, s. 26—27. Informace prevzata z LOOS, Zur Klavieriibertragung, op. cit., s. 20.

4) Ottiw slovnik naucny. Illustrovand encyklopaedie obecnych védomosti. Praha: J. Otto, 1899, sv. 14. Kartel — Kraj, s. 327.
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Ausziehen, der Auszug“’® Jan Nepomuk Skroup pak v Ndzvoslovi hudebniho uméni uvadi
roku 1850 pieklad celého némeckého terminu ,Klavierauszug wytah na klawir“.®

Klavirni vytahy se dale ¢leni podle toho, jestli zahrnuji cely original, nebo vedle klavirntho
partu existuji dal$i samostatné (v nasem pripadé) vokdlni hlasy. Némeckd nakladatelska
praxe je rozliSovala ne zcela jednoznac¢né jako ,Klavierauszug ohne Text a ,Klavierauszug
mit Text" V anglické terminologii se prvni typ oznacuje jako ,piano reduction®, druhy typ
»piano-vocal score”. Ve francouzské terminologii tomu odpovidaji vyrazy ,partition piano
seul” a ,partition piano et chant”. V ¢eském prostredi se uplatiiovalo oznaceni ,klavirni
vytah se zpévem®, nebo ,,se zpévy*“. V dalsim textu se klavirnim vytahem rozumi jak redukce
orchestralni skladby pro klavir, tak vokalni partitura s klavirni redukci orchestralni ¢ésti
skladby.”

Aranzma orchestralnich skladeb pro vice klavirt

Dtlezitou funkci klavirnich vytaht orchestréalnich skladeb bylo zpristupnovat je obecenstvu
a hudebnikim na vefejnych produkcich nejen v mistech, kterd neméla podminky k dobré-
mu provedeni orchestrem nebo kde Zadny orchestr nebyl, ale tak, aby mohl byt uspokojen
velky zdjem verejnosti o jejich poznani. Tento tcel prispél také k rozvoji ¢tyfrucni hry,
kterou se dosahovalo bohatsi a vérnéjsi transkripce slozitéjsi faktury za mirnéjsich naroka
na pianistickou zdatnost nez pfi srovnatelné komplexnim prevodu originélniho dila do
klavirni podoby pro jednoho hrace. Krajnim pripadem prepisu orchestralnich skladeb pro
vice klaviristt jsou adaptace pro ansamblovou hru na klavir, kterou po vzoru metody skupi-
nového vyucovéni klavirni hre Johanna Bernharda Logiera napriklad v Praze zavedl Joseph

5) Slownjk esko-némecky Josefa Jungmanna. W Praze: Pomocj Ceského Museum. W knjzecj arcibiskupské knih-
tiskdrng, u Josefy wdowy Fetterlowé, ¥jzenjm Vaclawa Spinky, 1835-1839, sv. 2. K-0, 1836, s. 61, sv. 5. W—Z,
1839, S. 366.

6) SKROUP, Jan Nepomuk: Nazwoslowi hudebniho uméni, Casopis ceského museum, roc. 24, 1850, ¢. 2 piiloha,
s.1-26, zde s. 11. Srov. STEDRON, Milo$ — SLOSAR, Dugan: Dégjiny Ceské hudebni terminologie. Brno: Masarykova
univerzita, 2004. Dostupné z https://digilib.phil.muni.cz/handle/n222.digilib/103654 [cit. 16. 4. 2025].

7) Do kategorie klavirniho vytahu lze pocitat i smés opernich melodii, tzv. potpouri (z francouzského nd-
zvu pot-pourri, uzivaného i v némciné), protoze se jednd o redukci vokalni a orchestrdlni slozky pro klavir
jen s tim rozdilem, ze nezahrnuje celé dilo, ale pouze vybrané {asti. Autorsky podil upravovatele se mimo
vybér omezuje jen na jejich nejnutnéjsi propojeni. Tim se operni smési odlisuji od jiné popularizace oper-
ni hudby prostfednictvim autonomnich skladeb riiznych interpretacnich a estetickych naroki sahajicich od
primeérnych amatérskych k virtuéznim pianistim a od uzité ke koncertni hudbé (variace, reminiscence, fan-
tazie, parafraze, tance, pochody apod.), které nejsou predmétem tohoto pojednani. — K terminologii, historii
a fungovani klavirnich vytah( v 19. stoleti mimo praci H. Loose (LOOS, Zur Klavieriibertragung, op. cit.) srov.
ddle VEIT, Joachim — ZIEGLER, Frank: Webers Klavierausziige als Quellen fiir die Partituredition von Biih-
nenwerken? Mit einem Exkurs zur Geschichte des Klavierauszugs, in: Musikedition. Mittler zwischen Wissen-
schaft und musikalischer Praxis, ed. Helga Lihning, Tiibingen: Max Niemeyer Verlag, 2002 (Beihefte zu editio,
Band 17), s. 19—163; Jenseits der Biihne. Bearbeitungs- und Rezeptionsformen der Oper im 19. und 20. Jahrhundert.
Symposiumsbericht der IMS-Konferenz Ziirich 2007, ed. Hans-Joachim Hinrichsen — Klaus Pietschmann, Kassel:
Barenreiter, 2007 (Schweizer Beitrage zur Musikforschung, Band 15) a LOOS, Helmut: Zur Terminologie der
Klavierbearbeitung im 19. Jahrhundert, in: Klavierbearbeitung im 19. Jahrhundert. Bericht iiber das Symposion am
23. November 2012 in Koln, ed. Birgit Sporl, Mainz etc.: Schott, 2016 (Schumann Forschungen, Band 15), s. 15—-22.
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Bedfich Smetana: Dalibor. Autograph, 18xx, piano-vocal score, p. 128. NM-MBS S 217/1204. / Bedfich Smetana:
Dalibor. Autograf, 18xx, klavirni vytah se zpévy, s. 128. NM-MBS S 217/1204.

Proksch. Jeho zdk Smetana ji od néj prevzal, péstoval a vefejné predvadél ve svém hudebnim
Gistavu v padesatych letech v Praze a pozdéji i ve Svédsku.® Pro dva, resp. ¢tyfi klaviry a étyii,
resp. osm hrac¢tt Smetana upravil nékolik cizich skladeb, napt. Beethovenova Coriolana
a Mendelssohnovu ptredehru Die Hebriden (Fingalshéhle).® Pro ansdmbl osmi hra¢i hra-
jicich ¢tyfru¢né na Ctyfech klavirech Smetana prepsal také predehru k Tannhduserovi,*’
tehdy cerstvou novinku Stavovského divadla. Tannhduser tam mél premiéru jako vibec
prvni Wagnerova opera v Praze 23. listopadu 1854 a uz 25. bfezna nésledujiciho roku byla

8) Udaje o Smetanovych skladbéch viz: CECHOVA, Olga - FOJTIKOVA, Jana: Bedfich Smetana. Inventdr fondu
S 217. Strojopis, Narodni muzeum — Muzeum Ceské hudby — oddéleni hudebniho archivu, Praha 1984; BERKO-
VEC, Jifi: Tematicky katalog skladeb Bedricha Smetany. Strojopis, Praha 1999 (dale jen JB).

9) SMETANA, Bedfich: Ouverture | Coriolan | I Part. | Zum Erstenmale gespielt den 28 Mirz 1852 von 4 weibl[ichen]
und 4 mdnlichen Zoglingen der 2t Abtheil[un]g| in der 3= Soirée (Institut, Wassergasse N 696). (JB 42:4). 2 pfte
a 4 ms. Autograf, Narodni muzeum — Muzeum Bedricha Smetany (ddle jen NM-MBS), S 217/1388. Jsou za-
chovény jen party 1. a 2. klaviru. Upravu provedlo osm ziky# a 74kii na 3. soirée Smetanova tistavu v Praze
28.II1.1852. - SMETANA, Bedrich: Ouverture | Fingalshohle | von | Mendelssohn | I Piano (JB 42:9). 2 pfte a 4 ms.
Autograf, 2 svazky, NM-MBS, S 217/1391. Uprava byla provedena na 1. soirée Smetanova tistavu 6. IV. 1856.
10) SMETANA, Bedfrich: Richard Wagner: Tannhdiuser, ouvertura. (JB 42:8). 4 pfte a 4ms.
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zndmou, nebo chcete-li nebla- Bedrich Smetana: Zpév BlaZenky ze zpévohry ,,Tajemstvi® (Blazenka’s
ariafrom the opera “The Secret”). Printed edition, Prague 1878, arranged
for voice and piano. NM—MBS S 217/1456. / Bedfich Smetana: Zpév
Blazenky ze zpévohry ,Tajemstvi®. Tisk, Praha 1878, tprava pro zpév
nii tak, jak ji maji rozdélenou  aklavir. NM=MBS S 217/1456.

partie 1 a 2. Shledal jsem ji

ze proslulou houslovou figuraci
k chordlnimu tématu pozou-

vZdy prirozenéjsi, hratelnéjsi a efektnéjsi nez miij prvni zpiisob aranzmd, ktery je zejména
s ohledem na takt obtiznéjsi.“

Pak nésleduje podrobnd instrukcee, co a jak opsat, az k zavéru: ,,Kopirovdni celku bude
nezbytné nutné, protoze moje noty se staly ndsledkem mnohych korektur necitelné a castym

1) Smetanova aranzma i jejich provedeni se tésila uznani kritiky. Srov. V. [=ULM, Franz]: Musik, Bohemia, rocC.
28, 31. 3.1855, C. 78, s. 390, Beilage: ,,[...] als Leiter seines Lehrinstitutes legte Hr. Smetana in den 4 Fastensoiréen
eminente Proben seiner pddagogischen Fihigkeit ab. Schon in der Individualitdt der Zoglinge angepafSten Programe,
die Wahl der Componisten, das kiinstlerische Arrangement der Ensemblestiicke, und die Prdcision des Vortrags be-
wiesen, dafS wir es mit Schiilern einer Anstalt zu thun haben, welche ihr Ziel auf rationell gegriindetem Wege verfolgt
ohne die Fanfaren gleifSnerischen Humbugs und seiner kecken Lirmtrommeten.“ / ,,[...] jako vedouci svého skolniho
ustavu poskytl pan Smetana vynikajici priklady svych pedagogickych schopnosti na ctyrech postnich vecircich. Uz
programy prizpusobené individualité Zdkii, vybeér skladatelii, umélecké aranzmd ansdmblovych skladeb a preciznost
provedeni dokdzaly, ze mdme co délat s zdky ustavu, ktery jde za svym cilem raciondlné zaloZenou cestou bez fanfdr
pokryteckého humbuku a jeho troufale hlucného vytrubovdni.«
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uzivdanim jsou dost opotiebené“.'* Autograf i opis aranzma4 jsou dnes nezvéstné, nicméné ze

Smetanova vyjadreni plyne zdsadni povaha Gprav pro takové obsazeni a také skute¢nost,
ze se ansamblova hra bézné provozovala se zfetelnym zdmérem nahradit orchestralni
sazbu klavirnim zvukem v co nejvétsi tplnosti hlast. Zatimco Lisztovy realizace sledujici
podobnou ideu, napt. pii transkripci Beethovenovych symfonii pro klavir na dvé ruce nebo
i stejné skladby, predehry k Tannhduserovi, byly dostupné jen virtu6ziim, zde se k relativné
srovnatelnému efektu spojilo Sestndct rucek mensich virtuéza."

Zvlastnich skladeb Smetana upravil pro ¢tyfi klaviry a osm hraca Scherzo z Triumfdlni
symfonie."* Uprava zaznéla poprvé v Praze 20. dubna 1856 na 3. soirée Smetanova hudebni-
ho ustavu a potom na vystoupeni jeho zakt v Goteborgu roku 1858. Smetana ji pak zaslal
Prokschovi do Prahy k produkci jeho ustavu:

»Nemél jsem doposud viibec cas na aranzmd celé symfonie, i kdyz bych si to velice prdl.
U prilezitosti jejiho prazského provedeni jste se o ni vyjddril tak prizniveé, Ze snad miiZe byt
omluvena moje troufalost, s niz scherzo prikladdm. Ostatné aranzZmad je tu stejné [rozuméj

12) Bedfich Smetana Josefu Prokschovi, 9. IX. 1858. Autograf, Narodni muzeum — Historické muzeum — Archiv
Narodniho muzea, Sbirky Bohuslava Duska, inv. ¢. 909. Otisténo in: Bedrich Smetana. Korespondence / Cor-
respondence I1840-1862, ed. Olga MojziSova — Milan Pospisil, Praha: KLP — Ndrodni muzeum, 2016, s. 100-104,
zde s.101:,,[...] so erlaube ich mir noch zu bemerken, dafS ich dieses Werk aus der Partitur getreu, und mit aller Sorg-
falt der Nachahmung aller Orchesterstimmen mit Berechnung auf denselben orchestralen Effekt gearbeitet habe.
Ich bitte daher alle die Anmerkungen, die sich darin vorfinden, anwenden zu lassen. Partie 1 und 2 sind das Streich-
quartett, mit einzelnen Ausnahmen, 3 und 4 die Bldser. Auf die letzteren Partien 3 und 4 mache ich aufmerksam, daf$
es (wenigstens nach meiner Erfahrung) besser sein diirfte, im Finale die bekannte oder wenn man will beriichtigte
Violinfiguration zu dem Choralthema der Posaunen so spielen zu lassen, wie es die beiden Partien 1 und 2 vertheilt
haben. Ich fand sie immer natiirlicher, spielbarer und effektvoller als meine erste Art des Arrangements, welche
schwieriger namentlich in taktischer Beziehung ist. [...] Die Kopirung des Ganzen wird unumgdnglich nothwendig
sein, da meine Noten durch manche Korrektur unleserlich und durch vielen Gebrauch ziemlich abgeniitzt sind.—
13) Uel Lisztovych dprav orchestralnich skladeb pro klavir byl stejny: &ifit jejich prostiednictvim dila, kterd
by kvali obtizim pfi sestavovani orchestru zlstala témér nebo zcela nepoznand. Avsak na rozdil od drivéjsich
klavirnich aranzma velkych vokalnich a instrumentalnich skladeb (pro jednoho hrdce), kterym Liszt vytykal
chudobu a jednotvarnou prazdnotu, svédcici o nediivére v moznosti klaviru, pfisuzoval klaviru prvenstviv hie-
rarchii hudebnich ndstroji a diky jeho vylu¢né harmonické sile také schopnost shrnout a soustredit v sobé
celé uméni. Liszt nazval své pojeti ,klavirni partitura® (partition de piano), aby zdtraznil zimér sledovat or-
chestr krok za krokem a nenechat mu proti klaviru zadnou jinou vyhodu nez silu a barevnost zvukd. Srov.
LISZT, Franz: Lettre d’un bachelier és-musique. III. A M. Adolphe Pictet, Revue et gazette musicale de Paris,
roC. 5, 11. 2. 1838, C. 6, s. 57—62, pretisténo in: TYZ: Pages romantiques, ed. Jean Chantvoine, Paris: Félix Alcan
— Leipzig: Breitkopf et Hartel, 1912, s. 128-145. — K Lisztovym klavirnim transkripcim obecné srov. ALTEN-
BURG, Detlef: Liszt Kosmos Klavier. Die Partitions de piano, Opernbearbeitungen und Liedtranskriptionen
und ihre Bedeutung fiir die Klaviertechnik sowie den Klavierbau des 19. Jahrhunderts, in: Klavierbearbeitung
im19. Jahrhundert, op. cit., s. 101-113; a Franz Liszt. Paraphrasen, Transkriptionen und Bearbeitungen. Referate des
Symposiums Oberschiitzen 2011, ed. Klaus Aringer, Sinzig: Studio Verlag, 2017 (Musik und Musikanschauung
im 19. Jahrhundert, Band 18). K Lisztové klavirni dpravé predehry k Tannhduserovi srov. KINZLER, Hartmuth:
Searle 442 — mehr als ein schwierig zu spielender Klavierauszug? Liszts Bearbeitung der Tannhauser-Ouver-
tlire. Anmerkung zur Klavier- und Satztechnik, in: Franz Liszt. Paraphrasen, Transkriptionen und Bearbeitungen,
op. cit., s. 29-72.

14) SMETANA, Bedrich: Scherzo | aus der Triumph-Sinfonie | von Friedr. Smetana | fiir 4 Piano™ arrangirt | von dem-
selben | I Piano (JB 1:59). 4 pfte a 4 ms. Autograf, nedatovan, 4 svazky, Archiv mésta Plzné, Sbirka hudebnin,
inv. ¢. H 4325, sign. HU 393/23.
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jako v Tannhduserovi: 1 a 2 jsou housle [spravné smyc¢covy kvartet], 3 a 4 dechové ndstroje!*®
Smetana v aranzovani celé symfonie uz nepokracoval. Findle z ni pro stejné obsazeni upravil
Proksch a zaslal ho Smetanovi do Géteborgu, kde také bylo v roce 1860 provedeno.'® Ze svych
orchestralnich skladeb Smetana prepsal pro ¢tyfi klaviry a osm hracu jesté Richarda IILY

Na zakladé vzorku Prokschovy a Smetanovy hudebni $koly Ize snad fici, Ze praxe ansam-
blové klavirni hry existovala v Evropé v 19. stoleti po urcitou dobu, omezovala se na velké
hudebné-vzdélavaci tGstavy a kryla své repertoarové potreby z vlastnich pedagogickych
zdroju. Upravené skladby se $irily v opisech. Neni mi zndmo, Ze by takové Gpravy vychazely
tiskem. Zustavaly patrné jen exkluzivni formou klavirni transkripce orchestralnich skladeb,
ktera se nemuze srovndvat s poctem adaptaci pro klavir na ¢tyfi ruce.

Smetanovy upravy vlastnich skladeb pro klavir na ctyfti ruce

Vsechny dalsi klavirn{ Gpravy svych instrumentalnich skladeb Smetana od $edesatych
let nadédle realizoval vyhradné pro klavir na ¢tyfi ruce s cilem $ifit dila na verejnosti pro-
stfednictvim notového tisku. VSechny vlastni ¢tyfru¢ni adaptace svych instrumentélnich
skladeb Smetana za svého zivota vydal. Byly to Pochod k slavnosti Shakespearové,'® pre-
dehry k operdm Prodand nevésta® a Libuse,”® Smyccovy kvartet e-moll ,,Z mého Zivota™

15) Bed¥ich Smetana Josefu Prokschovi, 9. IX. 1858: ,Ich habe bis jetzt noch keine Zeit gefunden, die ganze Sin-
fonie zu arrengiren, so sehr ich es wiinschte. — Sie haben sich bei Gelegenheit der Prager Auffithrung so giinstig iiber
dieselbe ausgesprochen, dafS mir meine Freiheit jetzt, wenn ich das Scherzo beigelegt, wohl entschuldigt werden
kann. Ubrigens ist das Arrangement dasselbe: 1und 2 sind Violinen, 3 und 4 Bldser.“ Bedfich Smetana. Koresponden-
ce / Correspondence I, op. cit., s. 102.

16) PROKSCH, Joseph: Finale | aus der Triumph-Sinfonie | op. 6 | von | Fr. Smetana | arrangirt fiir 4 Pianos von
Jos. Proksch. | 12 Abtheilung. | Parthie A. (JB 1:59). 4 pfte a 4 ms. Autograf, nedatovdn, 4 svazky, NM-MBS,
S 217/1231.

17) SMETANA, Bedfich: Richard III2| von | Fr. Smetana.| Op. 11.| Clavier.| Arangement vom Componisten.| 1% Partie.
(JB 1:70). 4 pfte a 4 ms. Rukopis, opis, nedatovan, 4 svazky, NM-MBS, S 217/1445/a—d.

18) SMETANA, Bedrich: Pochod Skakespearén [?] | tistén u Wetzlera. (JB 1:90). Pfte a 4 ms. Autograf, nedatovan,
NM-MBS, S 217/1244. — SMETANA, Bedfich: Pochod k slavnostnimu privodu Besedou uméleckou usporddanému
na den oslaveni 300 leté pamdtky Shakespearova narozeni dne 23. dubna 1864. Slozil a pro piano na 4 ruce upravil
[...]- Dilo 20. [...]. Praha: Schalek & Wetzler, [1864]. Titul souc¢asné francouzsky.

19) SMETANA, Bedfrich: Ouverture. | Prodand nevésta. | komickd zpévohra ve tfech jedndnich. | od K. Sabiny. | Hud-
bu sloZil Bedrich Smetana | Die verkaufte Braut | Oper in 3 Aufziigen | von K. Sabina. | Musik von Friedr. Smetana.
(JB1:100). Pfte a 4 ms. Autograf, nedatovan, NM-MBS, S 217/1198. - SMETANA, Bedfich: Ouvertura ku komické
zpévohre ,,Prodand nevésta“[...]. Pro piano na 4 ruce upravil skladatel. Praha: Matice hudebni — Dr. Ed. Gregr
a Ferd. Dattel, [1872]. Titul sou¢asné francouzsky.

20) SMETANA, Bedfich: [Libuse.] Libusin soud, snatek a proroctvi. Zpévohra ve tfech jedndnich | Libretto od
Jos. Wenziga, slozil Bedrich Smetana. (JB 1:102). Autograf, datovan 10. fijna 1874, NM-MBS, S 217/1207. Plivodni
titul zapsan na s. 1 druhé predsadky. V autografu chybi fol. 1, proto nema titul. I Oddéleni | Libusin soud [s. 3]
|| Uvod. [s. 4]. Pfte a 4 ms. — SMETANA, Bedfrich: Predehra k velké ndrodni zpévohre Libuse slozil [...]. Pro 4 ruce
usporddal skladatel sdm. Praha: Em. Stary, [1875]. Titul soucasné francouzsky.

21) SMETANA, Bedfich: Z mého Zzivota.| Quartetto pour 2 Violons, Viola et Violoncello| par | Fréderic Smetana |
arrengée pour le Piano a quatre mains | par| le compositeur meme. (JB 1:105). Pfte a 4 ms. Autograf, NM-MBS,
S 217/1275. - SMETANA, Bedfich: Z mého Zivota QUATUOR pro smyccové ndstroje slozZil [...]. Vyddni pro piano na
4 ruce. Praha: Fr. A. Urbanek, [1880].
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a kompletni cyklus Md viast.*> Smetana pres Lisztovu intervenci pfi vydani opusu 1 Six
morceaux caractéristiques v Lipsku u Kistnera neuspél ve svych snahdch navazat trvalé
kontakty s nékterym zahrani¢nim nakladatelstvim. Az na vyjimku poslednich let Zivota,
kdy se jeho pratelim Ludevitu Prochdzkovi a Josefu Srbovi podatilo vzbudit zajem na-
kladatelstvi Hugo Pohla v Hamburku a Bote & Bock v Berlinég, byl Smetana odkazan na
prazské vydavatele. Z nich firma Urbdnek Smetanovymi skladbami vydavani hudebnin
teprve zahgjila. Zejména v pocétcich byly jeji moznosti ve srovnani s némeckymi podniky
velice omezené. Prochdzka z Hamburku Smetanu nabddal:

~Nemohu Vim rici, jak toho lituji, Ze jste své symfon|ické] bdsné nedal néjakému vétsimu
nakladateli v Némecku, razem byly by se staly zndmy v celém svété hudebnim, kdezto takto
zustanou jako zahrabdny, nebot nasi nakladatele nemaji Zddného spojeni. Coz ani partitury
nemiizete ddti jinému jesté do ndkladu? Vzdyt Urb[anek] neni s to je vydati. Klavirni arran-
gement mné co nejdrive poslete — kéz by byl také pro 2 klaviry*

Siteni orchestralnich skladeb v klavirnich adaptacich bylo bézné nejen smérem k ve-
fejnosti, ale i mezi skladateli samotnymi. Napriklad Liszt nevénoval Smetanovi partitury
svych symfonickych basni, ale jejich upravy pro dva klaviry. Hans Biilow si jesté predtim,
nez v Praze uvidél v Prozatimnim divadle Prodanou nevéstu za Smetanova fizeni, zahrél
se Smetanou ¢tyfru¢né na klavir jeji predehru (z listu!) a také Pochod k slavnosti Shake-
spearove.**

Pro Smetanu bylo seznamovani vefejnosti s vlastnimi orchestralnimi skladbami prosted-
nictvim Gprav pro ¢tyfrucni klavir zvlast dtlezité, protoze jejich provozovéni v privatnich
kruzich pro zvané i pred sirsim obecenstvem bylo snazsi nez dosahnout provedeni na
orchestrdlnim koncertu. Napriklad Ludevit Prochdzka déval jednotlivé basné z Mé viasti

22) SMETANA, Bedrich: Md vlast. Cyklus symfonickych bdsni (JB 1m2). I. Vysehrad. | Symfonickd bdseri pro velky
orchestr slozil | Bedfich Smetana. | Klavirni vytah 4rucni od skladatele. Pfte a 4 ms. Autograf, datovan 18. cervence
1875, NM=MBS, S 217/1249; II. Vltava. Pfte a 4 ms. Autograf, datovan 17. prosince 1875, NM-MBS, S 217/1257;
III. Sdrka. Pfte 3 4 ms. Autograf, datovan 17. listopadu 1875, NM—-MBS, S 217/1253; IV. Z Ceskych luhui a hdjii. Pfte
34 ms. Autograf, datovan 12. prosince 1875, NM—=MBS, S 217/1255; Vlast | V. Tdbor | Symfonickd bdseri. | Ctyfrucni
klavirni vytah pro klavir | upravil | skladatel Bedrich Smetana. Pfte a 4 ms. Autograf, datovan 18. bfezna 1879,
NM-MBS, S 217/1257; Vlast. | VI. Blanik. | Symfonickd bdseri pro velky orchestr | sloZil Bed. Smetana. Pfte & 4 ms.
Autograf, datovan 4. dubna 1879, NM-MBS, S 217/1260. — SMETANA, Bedfich: Vysehrad. Symfonickd bdsen pro
velky orchestr. ,Md Vlast“ ¢. 1. Upravena pro piano na 4 ruce. Praha: Fr. A. Urbdnek, [1879]; Vltava. Symfonickd
bdsen pro velky orchestr. ,Md Vlast® ¢. 2. Upravena pro piano na 4 ruce. Praha: Fr. A. Urbanek, [1879]; Sdrka.
Symfonickd bdsen pro velky orchestr. ,Md Vlast“ . 3. Upravena pro piano na 4 ruce. Praha: Fr. A. Urbanek, [1880];
Z Ceskych luhiv a hdjiv. Symfonickd bdseri pro velky orchestr. ,Md Vlast® ¢. 4. Upravena pro piano na 4 ruce. Praha:
Fr. A. Urbanek, [1880]; Tdbor. Symfonickd bdsen pro velky orchestr. ,Md Vlast“ ¢. 5. Upravena pro piano na 4 ruce.
Praha: Fr. A. Urbanek, [1880]; Blanik. Symfonickd bdsert pro velky orchestr. ,Md Vlast“ . 6. Upravena pro piano na
4 ruce. Praha: Fr. A. Urbanek, [1880]. Tituly sou¢asné némecky.

23) Ludevit Prochdzka Bedfichu Smetanovi, 21. I1. 1880. Autograf, NM-MBS, S 217/809. Oti$téno in: LOWEN-
BACH, Jan: Bedrich Smetana a Dr Ludevit Prochdzka. Vzdjemnd korrespondence. Praha: Umélecka beseda, 1904,
S.33-34, zde s. 34.

24) Srov. zdznam ve Smetanové diafi v fijnu 1872: ,,23% mné [Biillow] navstivil, hrdl se mnou ctyrrucné [,JMars
Shakespeare’sky‘ a Ouverturu s [,]Prodané nev.” etc. Autograf, in: Kalenddr Koruny Ceské na prestupny rok 1872.
Praha: Ed. Grégr, [1871], NM=MBS, S 217/1112.
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Bedfich Smetana: Z mého Zivota (From My Life). Printed edition, Prague 1880, arrangement for piano four-
hands, title page. NM—MBS S 217/1459. / Bedfich Smetana: Z mého Zivota. Tisk, Praha 1880, Uprava pro klavir
na 4 ruce, titulni strana. NM-MBS S 217/1459.

na svych matiné v Praze (1875) i v Hamburku (1880). Kdyz Hudebni spolek v Tdbore Sme-
tanovi oznamoval: ,,[...] Veskeré obecenstvo nase tési se, jak prirozeno, z celého programu na
Vysehrad — jenz tusim tentokrdte bude mimo Prahu na ceském venkové v plném orkestru
poprvé proveden — nejvice;[...]“*” musime tomu rozumét tak, ze ho obecenstvo na venkoveé
uz znalo z klavirntho provedeni. O propaga¢nim tcinku klavirniho vytahu Vysehradu mame
i primy doklad z navstévy Camille Saint-Saénse v Praze: ,,S napjetim naslouchal tu zvukiim
Smetanova kvartetta ,Z mého zivota' a téhoz symfonické bdsné ,Vysehrad, kterou ve klavir-
nim vytahu na ctyri ruce hrdli pp. Kovarovic a Chvdla, sledoval s takovou opravdivosti, Ze
sdm pri hie noty obracel.”*® Kdyz francouzsky poradatel potom Smetanu zval, aby v Parizi

25) Srov. Frantisek Bayer Bedfichu Smetanovi, 13. XII. 1881. Autograf, NM-MBS, S 217/549.
26) -u-: Drobné zpravy. Saint-Saéns v Praze, Dalibor, roc. 4,1.2.1882, ¢. 4, s. 29-30, zde s. 30.
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dohlizel na nastudovéni Vysehradu a dirigoval jeho prvni provedeni, odvoléval se vyslovné
na Saint-Saénsovo doporuceni.”’

Jen okrajové se zminuji o virtudznich transkripcich symfonickych basni Mé viasti, pro-
toze se nejedna o dilo Smetanovo, ale Jindricha Kaana z Albestt. Nejprve zpracoval Vitavu
a Smetanovi ji vénoval. Protoze Smetanova odpovéd predstavuje ojedinélou reakci na cizi
upravu vlastniho dila, stoji za citovéni:

JJmenovité je nutno vyzdvihnout vzletny zpiisob pojedndni klavirni techniky, dokazuje, Ze

to byly ruce virtuosa, které mohly néco takového napsat. — Provedeni vyzaduje prirozené

opét jen mistrovské ruce, nebot k tomu je dilo uréeno, proto nelze Zddat, aby se nékterd
prilis obtiznd mista pro pianisty obycejného razeni ulehcila nebo ucinila dostupnéjsimi,

a nebylo to ostatné ani nutné, staci k tomu pripojit ossia, jako jste to udélal.

vevs

Jd za sebe bych si prdl jen jedno misto snadnéjsi, totiz ,Tanecni hudbu vesni¢ani’ G dur

strana 11, 12, aby se provedeni svou jednoduchosti vice odlisilo od virtuézniho okolli,

které ho obklopuje ze vsech stran. Uhoz vsemi prsty a velké rozpéti rukou brdni mensim

rukdm v lehéim provedenti a reprodukce by mohla snadno vyuistit do téZkopddného mo-

noténniho tluceni.

Vase duchaplné pojedndni klaviru mé velmi potésilo, na kazdé strané je vidét viddce

nad vilohou.“*®

Takovych pianistd, vlddnoucich technikou, kterou od nich zadal Kaan, vsak evidentné
nebylo mélo, a zjevné i ve 20. stoleti trvala poptavka verejného koncertniho Zivota, o cemz
svéd¢i opakovana vydani Kaanovych transkripci Mé viasti.

27) Srov. Alfred Bruneau Bedtichu Smetanovi, 11. XII. 1883: ,Monsieur Saint-Saéns a bien voulu nous indiquer:
Vytcherad, poéme symphonique dont [’éxécution nous demeure ainsi acquise. Au nom des Fondateurs de ["union,
je Vous demande la permission de vous en remercier apres en avoir remercié M. Saint-Saéns—./ ,,Pan Saint-Saéns
byl tak laskav a upozornil nds na Vysehrad, symfonickou bdsen, kterou jsme tak ziskali k ocekdvanému proveden.
Jménem zakladatelii unie Vds zdddm o svoleni podékovat Vidm za to poté, co jsem podékoval panu Saint-Saénsovi.”
Autograf, Literarni archiv Pamatniku narodniho pisemnictvi, Muzeum literatury, fond Josef Srb-Debrnov, Cis-
lo archivniho souboru 1575. éesky preklad (otiStény in: Dramatické uméni a hudba. + Smetantv ,VysSehrad*
v Parizi, Ndrodni listy, roC. 23, 28.12. 1883, €. 308, s. [3]) je vécné nepresny.

28) Bedfich Smetana Jindfichu Kaanovi, 18. XII. 1881. Autograf, NM-MBS, S 217/251. ,,[...] Namentlich ist die
schwungvolle Art der Behandlung der Klaviertechnik hervorzuheben, und beweist, daf§ es Virtuosenhdnde waren,
die solches schreiben konnten. — Die Ausfiihrung fordert natiirlich wieder nur Meisterhdnde, denn dazu ist das Werk
bestimmt, daher kann man nicht verlangen, daff manche gar zu schwierige Stellen fiir Clavierspieler allgemeinen
Schlags erleichtert oder ermaglicht wiirden, und es war durchaus nothwendig; ein ossia hinzu zu fiigen, wie Sie es
gethan haben.

Ich fiir meinen Theil wiirde nur eine Stelle leichter wiinschen, ndmlich die Tanzmusik der Landleute® G Dur pag 11, 12,
damit die Auffiihrung durch ihre Einfachheit mehr absteche von der virtuosen Umgebung rings herum. Die Vollgrie-
figkeit und grofSe Spannung der Hinde hindert kleinere Hinde an der leichteren Ausfithrung, und die Wiedergabe
konnte leicht in schwerfdlliges monotones Hacken ausarten.

Ihre geistreiche Klavierbehandlung hat mich sehr gefreut, und man sieht auf jeder Seite den Beherrscher seiner Auf-
gabe.“ — KAAN z Albest, Jind¥ich: A Monsieur B. Smetana. | Vltava | Symfonickd bdseri | slozil | B. Smetana | Pro
koncertni prednes | na piano pro 2 ruce | upravil | Henri de Kdan. Praha: Fr. A. Urbanek, [1881]. Titul soucasné
francouzsky.
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Smetanovy klavirni vytahy oper

Zastavme se nyni u klavirnich vytahtt Smetanovych oper. Pfedem upozornuji na dobové
poslani klavirnich vytahti oper v praxi. V 19. stoleti nebyly prvoradé potfebné k nastudo-
vani oper, jako tomu bylo a je od 20. stoleti az dodnes. Sélisté i sboristé se tlohy u¢ili z tak
zvanych hlasovych knizek, tedy z ru¢né vypsanych zpévnich linek dané role z partitury bez
jakéhokoli doprovodu. Sbormistr mival k dispozici sborovou partituru. Dirigent korepetoval
se zpévaky z partitury. Zejména pri frekvenci opernich novinek, vzpomenme napriklad
italské stagiony 19. stoleti, ale i na provoz prazského Prozatimniho divadla, nebylo ani
kdy, aby se pri rozepisovani vokalnich a orchestralnich hlast z partitury jesté pofizoval
klavirni vytah. Zilezelo samoziejmé na zpisobu kompozice toho kterého skladatele. Napfi-
klad klavirni skica Karla Sebora, jiz skladatel posléze instrumentoval, pedstavovala skoro
kompletni klavirnf vytah, ktery se mohl pfi studovani upottebit.?* Smetanovy skici byly
k tomuto ti¢elu nepouzitelné. On saim nebo pozdéji vyhradni dirigent jeho oper v Proza-
timnim a Narodnim divadle Adolf Cech pracoval s rukopisnou partiturou.®® Klavirni vytah
vsak byl velice potfebny k tomu, aby se s operou mohla seznamit jina divadla, pripadné
zahrani¢ni nakladatelé. Smetana byl k pofizovani klavirnich vytahii svych oper vlastné
donucen okolnostmi. Zhotoveni klavirniho vytahu by byl musel platit ze své kapsy a pro
eventualniho nakladatele byl takovy vydavatelsky pocin velice nakladny a vcelku riskantni.
Bylo tomu tak nejen v Praze, ale i v Némecku — s ohledem na to, ze skladatel nebyl v za-
hrani¢i znamy a Ze se jeho opery hraly zatim jen ¢esky v Praze. Smetana zhotovil klavirni

29) Srov. napi. SEBOR, Karel: Templdri na Moravé | Historicko-romantickd opera ve tiech | jedndnich. | Text od
Karla Sabiny. | Hudba od | [...]. Klavirni vytah, autograf, datovdn 8. Uinora 1865, Brno, Moravské zemské mu-
zeum, oddéleni déjin hudby, sign. A 21.504a—c. — Na sklonku 19. stoleti skladatelé nékdy vepisovali klavirni
redukci orchestralniho partu na spodni okraj stran operni partitury, srov. napt. BENDL, Karel: Dité Tdbora. |
Velkd tragickd opera ve 3. jedndnich. | Libretto cenou pocténé | sepsala | Eliska Krdsnohorskd. | Hudbu sloZil | Karel
Bendl. | Partitura. Jedndni 1%, Autograf, 3 svazky, datum dokonéeni fijen 1888, Praha, Narodni divadlo, hudebni
archiv H 238/P1 I-II1.

30) Otazce korepetovani z partitury nebo z klavirniho vytahu se vénoval dokonce anonymni pisatel, kdyz
Smetanu varoval pred pomluvami, které o ném tidajné ifil jeho dirigentsky konkurent Cech. Srov. Anonym
(Ein Freund) Bedrichu Smetanovi [zacatek 1874]?: ,,[...] und die Hauptsache von Partitur Spiele hat er [Smetana]
gar keinen Dunst, die leichteste Nummer trifft er nicht, in der ganzen Stadt miissen Clavirausziige gesucht werden,
damit er bei den Clavierproben den Solisten begleiten kann, denn sobald er aus der Partitur spielen will, jagen ihn die
Solisten vom Clavier weg, weil er ihnen ganz andere Sachen vorkikst [...]“ / ,,[...] a hlavni véc, o hfe partitur nemd
[Smetana] ani pdru, netrefi ani nejlehci cislo, po celéem mésté se musi hledat klavirni vytahy, aby mohl doprovdzet
solisty pfi klavirnich zkouskdch, protoze jakmile chce hrdt z partitury, slisté ho vyhdnéji od klaviru, protoze jim kiksd
uplné jiné véci[...]°. Autograf, NM—MBS, S 217/1067. Otisténo in: Bedfich Smetana. Korespondence / Correspon-
dence 1118631874, ed. Olga Mojzisova et al. Praha: Ndarodni muzeum — KLP, 2020, s. 470—471.
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vytahy ¢tyt oper: Prodané nevésty,® Dalibora,* Libuse® a Hubicky.** Klavirni vytah Prodané
neveésty byl nutny pro chystané prvni zahrani¢ni provedeni v Parizi. Ac¢koli Smetana jindy
svéroval bez obav své autografy posté, pro Pariz dal na své nédklady poridit kopie klavirniho
vytahu i partitury. Dodate¢né se to ukazalo jako prozretelné, protoze veskery materidl se ve
Francii ztratil a je dodnes nezvéstny.* Klavirni vytah Prodané nevésty si vybrala Hudebni
matice pfi zahdjeni vlastniho hudebniho vydavatelstvi za svij viibec prvni edi¢ni pocin.*
Tisk dalsi opery — Hubicky — uvazl na finan¢nich nékladech, takze spontdnni mecenas,
advokat Jan Strakaty, musel sviij zamér vzdat. Mezitim bylo ztraceno nékolik let, nez edici
prevzal a uskute¢nil Urbanek.”

Absence nejen tisténych, ale i rukopisnych klavirnich vytaht branila uspokojovat po-
ptavku po provadéni tryvkii ze Smetanovych oper v Cechéch a na Moravé. Poradatelé si
museli klavirni vytah potizovat z partitury sami, naptiklad z Braniborii v Cechdch nebo ze
Dvou vdov.*® Smetana se tomu snazil alesponi trochu napomdahat uvetejnovanim ukézek ze
svych oper — kuptikladu v hudebni ptiloze Dalibora vysel Pfemyslav zpév z Libuse® a kvar-
tet ze Dvou vdov.”® Kdyz dirigenta videnského Ringtheatru Felixe Mottla kdosi upozornil
na Tajemstvi, pozadal Smetanu o klavirni vytah, ktery ovSéem neexistoval.* Zahrani¢ni

31) SMETANA, Bedfich: Prodand nevésta | komickd zpévohra ve trech jedndnich. | Slova od K. Sabiny. | Hudbu sloZil
| Bedrich Smetana. | (La fiancée vendue.) | Die verkaufte Braut. | Komische Oper in 3 Akten. | Text von K. Sabina.
Musik von Friedr. Smetana. | (Deutsche Ubersetzung von E. Ziingl ). (JB 1:100). Autograf, nedatovan, NM-MBS,
S 217/197.

32) SMETANA, Bedrich: Dalibor. Jedndni I. Autograf, nedatovan, nema titulni stranu, NM-MBS, S 217/1204.
(JB 1:107).

33) SMETANA, Bedfich: [ Libuse.]. Viz pozn. 20. — SMETANA, Bedrich: Libusa. Slavnostni zpévohra ve 3 jednd-
nich. Na slova J. Wenziga. Hudbu slozil [...] Klavirni vytah se zpévy upravil skladatel. Praha: Matice hudebni —
Fr. A. Urbanek, [1881]. Titul soucasné francouzsky.

34) SMETANA, Bedfich: Hubicka | Der Kuss | Prostondrodni zpévohra ve dvou jedndnich. | Nationaloper in zwei
Akten | Dle povidky | Das Libretto Nach der Erzihlung | Karoliny Svétlé | von Karolina Svétld | od | bearbeitet von |
Elisky Krdsnohorské. | EL. Krdsnohorskd | Hudbu slozil | Komponiert von | Bedfich Smetana. | Fiedrich Smetana | Die
deutsche Ubersetzung | von | J. S. Debrnov. Autograf, nedatovan, NM=MBS, S 217/1215 (JB 1:104).

35) Srov. Bedrich Smetana. Korespondence / Correspondence II, op. cit., s. 262—264 a 284—285.

36) SMETANA, Bedfich: Prodand nevésta. Komickd zpévohra ve 3 jedndnich dle libreta K. S. slozil [...]. Klavirni
vytah se zpévy upravil skladatel. Praha: Matice hudebni, [1872]. — Hudebni matice navrhla Smetanovi podminky
vydani v tnoru 1872 a klavirni vytah vysel koncem zari téhoz roku. Neprezentuje vsak definitivni znéni opery,
protoze v ném chybi recitativy, prestoze je Smetana slozil k provedeni opery v Petrohradé uz v lété 1870 a Pro-
dand nevésta byla s nimi provedena v Prozatimnim divadle poprvé 25. zafi1870.

37) SMETANA, Bedfich: Hubicka. Prostondrodni opera. [...]. Praha: Fr. A. Urbanek, [1880]. Titul soucasné né-
mecky.

38) Srov. korespondenci Rudolfa Thurn-Taxise jménem péveckého spolku Vlastimila v Kroméfizi a Smetany
v roce 1878, otisténou in: Bedfich Smetana. Korespondence / Correspondence I111875-1879, ed. Olga MojziSova et
al. Praha: Narodni muzeum — KLP, 2023, s. 458—459 a 465—468.

39) SMETANA, Bedfich: Zpév Premysla z vlastenecké zpévohry ,,Libuse” od [...] (IL. jedn., III. vystup). Praha:
Em. Stary. Vysel jako prvni priloha k Daliboru, roc. 2, 23.1.1874, €. 4.

40) SMETANA, Bedfich: Ctverozpév z komické opery ,,Dvé vdovy®. I. Jedndni, vystup VII. od [...] pro piano upravil
J. Jirdnek. Vysel jako sedma priloha k Daliboru, roc. 2, 25. 7. 1874, €. 30.

41) Srov. korespondenci Felixe Mottla a Smetany z prelomu let 1878/1879, otisténou in: Bedfich Smetana. Kore-
spondence / Correspondence III, op. cit., s. 455, 468—470 a 520.
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standard bézny u renomovanych autord, totiz uverejnit s premiérou nové opery také jeji
klavirni vytah, se podarilo splnit jen u Libuse, to byla ovéem pro nakladatele Urbanka vy-
loZené prestizni zalezitost, nebot byla spojena s otevienim Nérodniho divadla v Praze.*?
Obvykle se vydavala az po premiéfe jen ojedinéla s6lova ¢isla, napt. ukolébavka z Hubic-
ky,* Blazencina pisen z Tajemstvi** nebo volnd rada duetd a s6lovych zpévt z Braniborii,
Dalibora, Hubicky a Tajemstvi.*®

Smetana nebyl ani proti uvetejnovani opernich smési, nebot dobre védél, jak jsou pro
popularizaci ddlezité. Jednu smés z dila, na némz mu zvlast zalezelo, upravil dokonce sdm
— nazval ji Motivy z opery Dalibor.* Smetana byl ochoten v tomto sméru i pokracovat:
»Pozdéji, az budu hotov, mohl bych vselicos arranzovat. Ku prikladu smés ze vsech mych
oper — v lehkym stylu pro klavir, anebo veskeré tance s mych oper. a.t.d.“," ale tento plan,
jako mnoho dalsich, se pro postupujici Smetanovu nemoc uz neuskutec¢nil. Smetana déval
souhlas nakladatelim pro vydéani smési ze svych oper (byl z toho ostatné i ur¢ity finan¢ni
prinos) a zajimal se o vysledek, jak vidime z vyjddieni o aranzma smési z Hubicky od Jo-
sefa Lowa: ,Smés z ,Hubicky‘ upraven J. Lowem vyhovi uplné pozZadavkiim podobnym, hra
neni tézkd a prece plnd; zestaveni melodyckych mist z opery jsou téz obratné, az na nékolik
chybycek: [...]“* Ohradil se véak proti Urbankovu amyslu vydat k premiéie Certovy stény
smés z opery: ,Co se tyce ale podobné spracovini z nové opery: ,Certova sténa; tak jsou pri
tom velké prekdzky. Dokud nebyla provozovand, kdo miiZe svédomité pouze cténim partitury
s jistotou o krdse toho aneb onoho mista svédomité rozsoudit? Opera je manuscript. Kdo
by koupil operu celou k tisku, kdyby jiz byla vysila tiebas jen co smés beze slov? Néco jiného
po prvnich tiech predstaveni, kde obecenstvo a krityka mista ta neb ona vyznamenaji. Tu
je vodidlo na volbu pro takovy smés na klavir.“*

Zda se byt prizna¢né pro malé ¢eské poméry, jestlize i pti chabé produkci opernich smési
ve Smetanové pripadé doslo k tahanici dvou prazskych nakladatelstvi — Starého a Jana

42) SMETANA, Bedrich: Libusa. Slavnostni zpévohra ve 3 jedndnich. Na slova J. Wenziga. Hudbu slozil [...] Klavirni
vytah se zpévy upravil skladatel. Praha: Matice hudebni - Fr. A. Urbanek, [1881].

43) SMETANA, Bedfich: Ukolébavka z prostondrodni zpévohry ,,Hubicka“. Praha: Dr. Ed. Gregr a Ferd. Dattel
(Tisk Em. Stary a spol.), [1876].

44) SMETANA, Bedfich: Zpév Blazenky ze zpévohry ,Tajemstvi slozil [...]. Priwod klavirni upravil Adolf Cech.
Praha: Dr. Eduard Grégr a Ferd. Dattel, (Tisk Em. Stary a spol.), [1878].

45) SMETANA, Bedfich: Zpévy z oper s privodem piana. 1. Milostny dvojzpév z opery ,Branibofi v Cechdch®
(IT. jedndni, 6. vystup.). Praha: Fr. A. Urbdnek, [1880]; II. Milostny dvojzpév z opery ,,Dalibor“ (II. jedndni. 1. vystup),
tamtéz [1880]; III. Milostny dvojzpév z opery ,,Dalibor (II. jedndni, 2. proména.), tamtéz [1881]; IV. Ukolébavka
z opery ,,Hubicka” (I. jedndni, 7. vystup.), tamtéz [1885]; V. Arie a dvojzpév Lukdse a Tomse z opery ,,Hubicka”
(IL. jedndni, 2. a 3. vystup), tamtéz [1885]; VI. Arie Barcina z opery ,,Hubicka“ (II. jedndni, 7. vystup), tamtéz [188s5];
VII. Zpev Blazenky z opery , Tajemstvi (IIL. jedndni, 1. vystup.), tamtéz [s. a.].

46) SMETANA, Bedrich: Motivy z opery ,,Dalibor“slozil [...]. II. Praha: Em. Stary. Vyslo jako druha priloha k Da-
liboru, roc. 1, 7. 2. 1873, €. 6. Tituly soucasné némecky.

47) Bedfich Smetana Emanuelu Starému, 23. II. 1877. Autograf, Museo Teatrale alla Scala, CA 5334,
14900bis. Otisténo in: Bedrich Smetana. Korespondence / Correspondence III, op. cit., s. 271/272, zde s. 272.

48) Bedrich Smetana Frantisku Augustinu Urbankovi, 10. VIII. 1882. Autograf, NM—-MBS, S 217/494. Otisté-
no in: Dalibor, roc. 8, 21. 9. 1886, €. 35, S. 343.

49) Tamtéz.
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Hoffmanna vdovy — o pfednostni vydéni Tajemstvi.*® Smés nakonec vysla, ale souc¢asné
planovaného klavirniho vytahu, ktery chtél poridit Karel Knittl, se uz Smetana nedockal.”!
Spory o nakladatelska prava poskodily ostatné i Prodanou nevéstu, protoze Hudebni ma-
tice nechtéla svolit k vydavan{ ukdzek z opery v jiném nakladatelstvi. Podobné i berlinské
nakladatelstvi Bote & Bock branilo konkurentim uvefejiiovat ¢asti ze Dvou vdov.>*> Kdyz po
uspéchu prazského Narodniho divadla na mezinarodni hudebni a divadelni vystavé ve Vidni
roku 1892 (predevsim s operami Prodand nevésta a Dalibor) zacali zahrani¢ni nakladatelé
houfné vydavat Smetanovy opery v nejriiznéjsich adaptacich, tak v sesitech Smetanovych
opernich piedeher, které prinasely i ivod k Certové sténé a intermezzo z Dalibora, takzva-
ny ,Zdenkos Traum* (Zdenkav sen, ackoli v opefe snil Dalibor), chybély vzdy Dvé vdovy,
protoze k jejich vydavani méli pravo Bote & Bock.>

Smetana potizoval klavirni vytahy svych oper, podobné jako jsme vidéli u vytaht in-
strumentalnich skladeb, k provozovani. Je to vidét uz na adaptacich predeher pro klavir na
¢tyfiruce — k jinému acelu nez k soukromému nebo vefejnému hrani by to nemélo smysl.>*
Jeho klavirni vytahy jsou stylizovany s cilem co nejvérnéji nahradit predivo orchestralnich
hlast, jsou proto tézké na hrani. Provadéni oper nebo i jejich ¢asti s klavirem Smetana
nepokladal jen za nezbytnou ndhrazku orchestru, ktery nebyl k dispozici, ale daval tomuto
zpusobu v urcitych okolnostech i prednost pred orchestralnim doprovodem, jak vidime
z nasledujici odpovédi na zadost o opis nékterych ¢asti z Hubicky pro verejné provedeni:
»A co se tyka produkovadni Cisel s orchestrem, tu se musim priznat, Ze je mné milejsi, kdyz
se na venkové zpiva jen s privodem piana. Venkovské orchestry i sebe lepsi prece maji tu
velikou vadu, zZe na doprovdzeni zpévu nejsi zvykli, a kazdy jednotlivy hrdc rdd sdam sebe
slisi, a neumti se podrobiti celkii. Zndm to ze skusenosti.—“>> Smetana se vyjadril zdsadné
k poslani klavirnich vytaht se zpévem:

50) Srov. s tim souvisejici korespondenci mezi Smetanou, Adolfem Cechem, Karlem Knittlem a nakladatel-
stvim Jana Hoffmanna vdova na prelomu let 1878/1879 in: Bedfich Smetana. Korespondence / Correspondence I1I,
op. Cit., S. 451454, 471472, 474—475.

51) Smés z komické zpévohry Tajemstvi Bedficha Smetany pro pianoforte upravil K. Knittl. Praha: Jana Hoffmanna
vdova, [1879]. Titul soucasné némecky. — SMETANA, Bedfich: Tajemstvi. Komickd zpévohra o 3 déjstvich. Na
slova Elisky Krdsnohorské sloZil [....]. Klavirni vytah se zpévy upravil Karel Stecker. Praha: Umélecka Beseda, [1892].
52) Reditel Méstského divadla v Hamburku Bernhard Pollini, ktery zde uvedl Dvé vdovy 1881, prodal provozo-
vaci a nakladatelskd prava k této opefe nakladatelstvi Bote & Bock. Srov. Eduard Bote — Gustav Bock Bedfri-
chu Smetanovi, 18. I. 1881, a Bernhard Pollini Bedfichu Smetanovi, 1. 2. 1882. Autografy, NM-MBS, S 217/983
a798.

53) Srov. napf. SMETANA, Bedrich: Ouvertiiren von Fr. Smetana fiir Klavier zu vier Hinden revidiert und heraus-
gegeben von Josef V. von Wiss. 1. Die verkaufte Braut — Prodand nevésta. 2. Libussa — Libusa. 3. Der Kuf§ — Hubicka
4. Das Geheimnis — Tajemstvi 5. Dalibor (Entr’acte) 6. Die Teufelsmauer — Certova sténa. Wien: Universal Edition,
[s.a.].

54) K vefejnému provozovéni poidil Smetana také ¢tyfruéni klavirni vytah orchestrélniho partu kantaty Ceskd
pisert (JB 1:1m) pro prazsky zpévdcky spolek Hlahol. Srov. Smetantv dopis sbormistru plzenského Hlaholu
Matéji Slezakovi z 20. I1. 1880. Autograf, Archiv mésta Plzné, fond Matéj Slezak, sign. LP 28/38, inv. ¢. 2546. —
Rukopis klavirniho vytahu je nezvéstny.

55) Bedrich Smetana Eugenu Miroslavu Ruttemu, 8. XII. 1876. Autograf v neznamém vlastnictvi, otisténo in:
Bedrich Smetana. Korespondence / Correspondence III, op. cit., s. 256—257, zde s. 257.
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»Dovoluji si jen jesté upozornit, jelikoz Jste si ztéZoval, Ze nase opery na venkové se neroz-
Situji, na nejlepsi cestu, kterou by se Vam Pantim hudby milovnym na venkové, a ndm
skladateliim pomohlo. My skladatelove trpime nejvice tim, ze nase skladby se neuverej-
nuji tiskem. Hledte Panove sebrat nékolik hlasii z krajin sem a tam, které volaji do Prahy
na ndkladatele hudebnin o klavirni vytahy jiz provozovanych oper, a ySem bude zadost

ucinéno, a pomuzeno.—
Posud vysli pouze 2 opery: ,Prodand nevésta‘a ,V studni®® ostatni cekaji na uverejnéni

tiskem. Potom by jste mohli provozovat, kdyz ne celé opery, tak zajisté jednotlivé sceny
i akty, jak se to sem a tam jiZ stalo s ,Prodanou nevéstou’ na venkové. — Z mych oper by
se dali takovym spiisobem velmi dobre ddvat: ,Dvé vdovi‘ Hubicka a ,Tajemstvi: A tak

podobné od jinych.—

Dokud nent Zddnd poptdvka o klavirni vytahy oper, nechce Zddny naklddatel tisknout
operu. Vérte mné, ze ndm vsem skladateliim ceskym by se ten zavdé(il, ktery by prvni na
to tlacil, aby nase skladby vysli tiskem a tak do celého svéta.“>

Préni, aby se produkovani klavirnich vytaht oper dopomohlo subskripcemi, se Smetanovi
vyplnilo az na samém konci zivota s Daliborem. Vydéni klavirniho vytahu se uskute¢nilo
z iniciativy Druzstva ctitelt Bedficha Smetany, které bylo k tomuto tcelu zalozeno na ptidé
Umélecké besedy pocatkem roku 1884. Jeho cleny se staly vSechny vyznamné osobnosti
¢eského hudebniho Zivota — ze skladateld napt. Karel Bendl, Antonin Dvorak, Zdenék
Fibich a Josef Foerster.*® Pfipravu klavirniho vytahu, ktery mél byt prekvapivym darem
k sedesatindm, vybor druzstva Smetanovi nejen zamlcel, ale dokonce bez jeho svoleni
~SVEFil opravu zastaralého textu p. V. J. Novotnému“>® Na zakladé Gspésné subskripce byl
puvodné planovany naklad 500 vytiskt zvy$en na 700. Vydani vytahu se v kratkém case
a kvuli pracnosti korektur, na nichz se podileli Mofic Anger, Zdenék Fibich, Otakar Hos-
tinsky a Vaclav Vladimir Zeleny, nepodarilo do Smetanovych narozenin 2. bfezna 1884
stihnout. Zpozdéni o jeden mésic do 6. dubna téhoz roku nicméné svédci o neuvéritelné
vykonnosti celého zainteresovaného kolektivu véetné posty (plotny se ryly v Lipsku v zavodé
Engelmann & Miihlberg).®

56) Mimo Prodanou nevéstu (1872) a operu Viléma Blodka V studni (1878) vysla v klavirnim vytahu jesté Ben-
dlova Lejla (1874).

57) Bedfich Smetana Antoninu Navratilovi, 19. XII. 1878. Autograf, NM-MBS, S 217/266. Otisténo in: Bedfich
Smetana. Korespondence / Correspondence III, op. cit., s. 456—458, zde s. 457—458.

58) Srov. ZELENY, Viclav Vladimir: Zpriva jednatelskd Druzstva Ctitelti Bed¥icha Smetany, Dalibor, ro&. 6,
7.6.1884, . 21, 5. [201]—204.

59) Tamtéz, s. [203]. Vaclav Juda Novotny v prepisovdni libreta pokracoval i nadale a pozdéji k prvnimu nastu-
dovéni Dalibora v Narodnim divadle 1886 zasdhl do celého dila radikalnimi skrty ve III. jedndni. V jeho Gpravé
se Dalibor na Ceskych divadlech stal repertoarovou operou a v této podobé pronikl i na rakouské a némecké
operni scény. Srov. WENZIG, Josef: Dalibor. Opera o trech jedndnich. Slova od [...]. Hudba od Bedficha Smetany.
Nové, opravené vyddni praci J. V. Novotného. Praha: Fr. A. Urbanek, 1887.

60) SMETANA, Bedfich: Dalibor. Zpévohra o trech jedndnich. Slova napsal Josef Wenzig. Hudbu slozil [....]. Klavir-
ni'uprava skladatelova. Praha: Druzstvo ctitel(i Bedricha Smetany, 1884.
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Jeden klavirni vytah Smetanovy opery se stal dokonce predmétem prudké novinarské
polemiky. Smetanovska literatura se o ni nezminovala proto, zZe se mélo za to, ze v této
kontroverzi nebyl Smetana v pravu. Nové se dostala na verejnost diky knize Vladimira
Horéka o Frantisku Pivodovi, kde je publikovdna Pivodova uméleckd zavét, pojednéavajici
také o této kapitole polemik mezi ¢asopisy Dalibor a Hudebni listy.*' Jen stru¢né shrnuto:
Smetana se chtél v pocatcich své hluchoty na podzim 1874, kdy musel rezignovat na své
dirigentské ptasobeni v Prozatimnim divadle, zaméstnat tim, Ze by zpracoval klavirni vytah
své posledni opery Dvé vdovy. Vzkazal divadlu, pokud by operu dels$i dobu nehrélo, aby
mu vratilo partituru, Ze z ni za¢ne upravovat klavirni vytah. Zejmé upovidany kapelnik
Cech Smetanovi partituru piinesl s tim, Ze se nejen tato opera, ale i ostatni Smetanovy
opery nebudou hrat, aby mu reditelstvi nemuselo platit tantiémy. Smetana to oznamil re-
daktorovi Dalibora Ludevitu Prochdzkovi a rozvinula se z toho polemika, na jejimz konci
Dalibor prinesl jakési dementi a Prochdzka musel rezignovat na své redaktorské misto.
Ostych smetanovskych badateli pred touto aférou byl v kazdém pripadé zcela nemistny,
a nadto dala skute¢nost Smetanovi v podstaté za pravdu. Reditel Jan Nepomuk Mayr dal
narychlo Dvé vdovy jednou provést, aby predvedl, Ze je reditelstvi nebojkotuje, ale tim to
také skoncilo. Znovu byly Dvé vdovy uvedeny az ve Smetanové novém zpracovani témeér
po c¢tyrech letech, roku 1878.62

Pokud jde o vztah muzikologie k této ¢asti Smetanovy tvorby, tj. k jeho klavirnim vyta-
htim, je nutno konstatovat, Ze ma viac¢i nim dluh. Zatimco revize opernich klavirnich vytaht
provedené Frantiskem Bartosem odpovidaji ndrokam kritické edice,® z klavirnich vytaht
instrumentélnich skladeb se s vyjimkou Vitavy® kritického vydani dodnes nedockal zadny.
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61) HORAK, Vladimir: Frantiek Pivoda pévecky pedagog. Brno: Universita J. E. Purkyné, 1970, s. 151-181.

62) Srov. souvisejici korespondenci in: Bedrich Smetana. Korespondence / Correspondence II, op. cit., s. 576-594.
63) Srov. SMETANA, Bedfich: Hubicka. Prostondrodni opera o dvou jedndnich. Slova podle povidky Karoliny Svétlé
napsala Eliska Krdsnohorskd. Klavirni vytah skladateliiv (Rev. Frant. Bartos). Praha: Hudebni matice Umélecké
besedy, 1949; TYZ: Dalibor. Opera ve t¥ech jedndnich. Libreto napsal Josef Wenzig. Cesky text Ervin Spindler. Klavirni
vytah upravil skladatel (Rev. Frantisek Bartos). Praha: Hudebni matice, ™950; TYZ: Prodand nevésta. Komickd
zpévohra ve 3 jedndnich. Slova napsal Karel Sabina. Klavirni uprava skladatelova. Predehru pro klavir na 2 ruce upra-
vil Jindfich Kaan. Podle puvodnich pramenu revidoval Frantisek Bartos. [Praha]: Ndrodni hudebni vydavatelstvi
Orbis, 1951; TYZ: Libuse. Slavnostni zpévohra ve 3 jedndnich na slova Josefa Wenziga. Klaviri vtah se zpévy upravil
skladatel. Podle ptivodnich pramenii revidoval Frantisek Bartos. Praha: Statni nakladatelstvi krasné literatury,
hudby a uméni, 1956.

64) SMETANA, Bedrich: Vltava | Die Moldau pro klavir na Ctyfi ruce | for Piano Duet | fiir Klavier zu vier Hinden.
K vyddni pfipravil | Edited by | Herausgegeben von Hugh Macdonald. Predmluvu napsala | With a preface by | Mit
einem Vorwort von Olga MojZisovd. Urtext. Kassel etc.: Barenreiter, 2014.
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